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Thousands of years ago, civilizations flourished in Africa which suffer not at all 
by comparison with those of other continents. In those centuries, Africans were 
politically free and economically independent. Their social patterns were their own and 
their cultures truly indigenous.1 
Haile Selassie 
  
                                                        
1 Brainy Quotes by Haile Selassie.  https://www.brainyquote.com/authors/haile_selassie 
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ABSTRACT 
Marginalizing indigenous experts was common practice during the colonial 
period in Uganda, and it has continued to some extent today. This study was an attempt to 
reclaim the indigenous history unmentioned by many Western scholars who were quick 
to glean a vast amount of indigenous knowledge, yet failed to recognize or credit the 
intellectual expertise and contributions of indigenous experts. 
The purpose of this study was to investigate the marginalization of an indigenous 
master-musician teacher as seen through the life experiences and career of Evaristo 
Muyinda (1916–1993). 
With a musical career that spanned over fifty years, Mr. Muyinda served as a 
leading teacher and performer of indigenous Ganda music in various institutions. 
Muyinda's contributions to the field of indigenous (Ganda) music teaching are many, yet 
his expertise and contributions to music education have not been fully explored. He 
served as a court musician in Kabaka Muteesa II’s palace from 1939 to 1966; he was 
chief musician at the Uganda Museum from 1948 to 1984; and he was a lead musician 
and innovator in Uganda's national cultural troupe (the Heart Beat of Africa) from 1963 
	
	 ix 
to 1981. Mr. Muyinda's legacy continues to exist through the scholarly work of various 
music educators, ethnomusicologists and indigenous performers of Ganda music, who all 
credit their learning to this expert musician. World music scholars such as Klaus 
Wachsmann, Lois Anderson, Gerhard Kubik, and Peter Cooke all studied and researched 
indigenous Ganda music under Muyinda’s guidance and tutelage. 
In this study I examined Muyinda’s contributions to music education as a teacher 
and performer of indigenous (Ganda) music in twentieth century Uganda (1939-1993). 
Mr. Muyinda was a well-known resource for hundreds of indigenous Ganda folksongs 
that he used in teaching the akadinda and amadinda (xylophone) traditions to both local 
and foreign students. As a master musician-teacher, Muyinda also performed and taught 
indigenous music in several places in and outside Uganda. During Muyinda’s career and 
travels his music was recorded and archived in British and Viennese archival libraries, 
making these materials a useful resource for music educators and ethnomusicologists. 
The methodology employed in gathering data for this study included personal 
interviews with people who interacted with Evaristo Muyinda during his life time. 
Archived printed materials were carefully examined and used to construct a sequence of 
significant events as they unfolded in Muyinda's life experiences and career. Although 
Muyinda was not an expert musician in the Western formal sense, his expertise in 
indigenous music enabled him to serve as an accomplished teacher and research associate 
to the many Western scholars who worked with him. Since the marginalization of an 
indigenous master-musician teacher is the central focus of this study, Afrocentricity was 
used as the most suitable theoretical framework to discuss an African subject and the 
	
	 x 
historical discourse involved. The current study would be of interest to music 
practitioners, researchers and historians with an interest in the indigenous music and 
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CHAPTER ONE: Introduction 
	
Evaristo Ntensibe Muyinda was born on June 2nd 1916, in Uganda, in Nabbale 
Village near Nakifuma—Mukono district. Muyinda’s father (Wasswa Sebudde Isaac), a 
builder in the Kabaka’s (King’s) palace, passed away when Muyinda was only two years 
old. As a young man Muyinda exhibited great musical skills and he learned how to play 
various indigenous instruments by observing his older brothers and other musicians in his 
local village. In 1935, Muyinda was introduced to the palace surroundings through an 
apprenticeship with Yosiya Kyotayinza Mukasa (then the Kabaka’s chief court 
musician).2 This marked the beginning of what was to become a successful music career 
that took Muyinda from the Kabaka’s palace, to the national museum as a lead musician 
and demonstrator, and to the national theater as a chief musician with the national 
cultural troupe, the Heart Beat of Africa (HBA).  
In September 1939, while the whole world was engulfed in major conflicts that 
played out in the Second World War, people in Buganda (the central region of Uganda) 
were in mourning for the death of their Kabaka Daudi Chwa, and shortly after the very 
young crown prince Edward Muteesa was installed as Kabaka Muteesa II; the young king 
had to share power with three regents until he turned 18 years of age. It was in the same 
year that Evaristo Muyinda became a court musician in the young Kabaka’s palace, 
where he was recruited to perform with the Kabaka’s akadinda and amadinda 
                                                        
2 Centurio Balikowa, “Unpublished Short Biography on Evaristo Muyinda,” Compiled from 
personal conversations that Balikoowa had with Evaristo Muyinda and Lodovico Sserwanga. 
Kampala, Uganda: 1993). Balikowa was one of Muyinda’s students, and the information in this article 
was obtained from his personal interview with the late Evaristo Muyinda, and Lodovico Sserwanga (a 




(xylophone) ensemble. Very little is known about Muyinda’s career during this time. This 
study is a compilation of information that was gathered in the field by interviewing 
several individuals who interacted with Muyinda during his life time as a court musician, 
music teacher, performer, and innovator.  
 
Historical Background 
Uganda became a British Protectorate in 1894, and was still under British colonial 
rule in 1939. In A Political History of Uganda, Karugire states “after the war of 1939–45, 
the British Government realized that she had to develop her colonial dependencies at a 
faster rate than [previously]”.3 All decisions on local governance that were to be made in 
any institution had to be scrutinized first, and if they were aligned with Western standards 
they would meet the approval of the British colonial government. In the early part of the 
twentieth century, European missionaries and the colonial government had already begun 
establishing a formal type of music education that promoted a more Europeanized way of 
life; at the core of the curriculum of what was being taught in most Ugandan schools 
were mostly British ideals. Much of what was indigenous knowledge (such as traditional 
music) was not always recognized or even promoted in the formal school settings. 
Indigenous music experts thus remained the main promoters of traditional music, which 
continued to thrive (undisturbed even with colonial disapproval) in the confines of the 
Kabaka’s palace. The Kabaka’s court then became one of the most prominent institutions 
                                                        





in which indigenous music education was promoted on a consistent basis. In order to 
learn any indigenous music, the best place to go was either the Kabaka’s palace or the 
local villages from which the Kabaka’s court musicians would be chosen. Pirouet 
confirms that “the Kabaka maintained a large and elaborate orchestra including 
[chordophones, aerophones], and percussion instruments which included both drums and 
amadinda (xylophones).”4 
 
Music Education in Colonial Uganda 
Prior to the colonial era, most areas in Uganda relied on an indigenous based form 
of music education, in which young men or women were groomed through the family 
setting (or by indigenous music experts) to become responsible participants within their 
respective communities5. Evaristo Muyinda, the focus of this study, began his life and 
music career in this indigenous knowledge-based environment that was, for the most part, 
marginalized by the educational structure that the British colonial government had in 
place at the time; any type of indigenous music education and its agents (the indigenous 
music teachers/experts) were considered immaterial when it came to the music education 
curriculum. This attitude had been set in place at the inception of colonial rule in the 
early twentieth century; Karugire explained that “the introduction of Western education 
and values had effectively [marginalized] those who…did not get [the same] education.”6  
                                                        
4 Louise M. Pirouet, Historical Dictionary of Uganda (Metuchen, NJ: The Scarecrow Press, 
1995), 52. 
5 Pirouet, Historical Dictionary, 52 




During a personal conversation with the late master musician Ludovico Sserwanga (my 
teacher and a colleague of Mr. Muyinda at the Uganda Museum), Sserwanga stated, “our 
indigenous music was not recognized in schools unless there was a special occasion 
being celebrated, that’s when we would be called upon to entertain the masses.”7  This 
lack of recognition for indigenous master music teachers as being vital and reputable 
contributors to music education in Uganda has continued on into the present educational 
milieu; most of these music experts only receive some type of attention when a researcher 
or formal school music teacher needs to gain access to their indigenous knowledge and 
expertise. By taking a special interest in the life history of one indigenous music teacher, 
the current study seeks to recognize and validate Muyinda’s contributions to the 
indigenous music education curriculum in Uganda.  
The historical context, in which the life and career of Evaristo Muyinda 
developed, extends from the colonial era to post-independence rule in Uganda. The 
central focus of this study is the period from 1939, when Muyinda started his music 
career as a court musician, to the time of his death on October 11 19938. This historical 
time frame falls into two categories: the latter part of the colonial period (1939 to 1962), 
and the post-independence period (1962 to 1993). 
  
                                                        
7 Ludovico Sserwanga, from author’s personal conversation with Sserwanga obtained during 
a ndingidi (tube-fiddle) lesson in August 2010. 
8 Ulrich, Wagner, “Evaristo Muyinda”, Groves Music Online; also see article in Munno 





Akadinda/Amadinda: Ganda xylophones (melodic idiophones) 
Buganda: the central lake region of Uganda in which the Ganda people are located 
Baganda: Collective term used to describe people from one of the largest tribes in the 
central lake region of Uganda. 
Ganda (Luganda): A description of the language of Buganda and the encompassing 
cultural practices. 
Indigenous: that which pertains to the cultural practices of the local inhabitants and, 
specifically for this study, of Uganda  
Kabaka: hereditary king of the Ganda people 
Kiganda: a Ganda stylistic manner of doing anything that pertains to their cultural 
practices. 
Muganda: a person from the Ganda tribe. 
Uganda: a land-locked country located in East Africa bordered by Kenya, Tanzania, 
Rwanda, Congo DRC, and South Sudan. See figure 1.1 (Map of Uganda9) 
                                                        















Defining Marginalization  
Marginalization has been defined in several ways. According to the online 
American Heritage Dictionary of the English Language, it is “the social process of being 
made marginal (especially as a group within the larger society)”.10 The International 
Encyclopedia of the Social Sciences says “Marginalization comprises those processes by 
which individuals and groups are ignored or relegated to the sidelines of political debate, 
social negotiation, and economic bargaining—and kept there.”11  Zina O’Leary has 
provided the most precise description: marginalization is “the process by which 
individuals, social groups, and even ideas are made peripheral to the mainstream by 
                                                        
10 American Heritage Dictionary of the English Language. 
https://www.ahdictionary.com/word/search.html?q=marginalize Accessed July 2017. 
11 International Encyclopedia of the Social Sciences. http://www.encyclopedia.com/social-
sciences/applied-and-social-sciences-magazines/social-exclusion Accessed July 2017. 
 




relegating or confining them to the outer edges or margins of society.”12 
It is O’Leary’s definition that will guide this research. Marginalization is used 
here to describe the relegation of indigenous master musician-teachers to unimportant or 
powerless positions, especially within formal educational spaces in the Ugandan society; 
this notion provides the research lens through which the life of Evaristo Muyinda was 
chosen and examined as an exemplar in this research project. A system of Western 
colonialism ushered in a system of marginalization that did not fully admit Muyinda as an 
equal music education expert within academic formal spaces; he was never given equal 
liberties and recognitions to fully participate as a professional teacher of indigenous 
music cultural arts on a consistent basis. 
During colonialism, marginalization effectively pushed all indigenous master 
musician-teachers to economic, political, cultural and social margins within their own 
society; this was mainly driven by colonial policies that were crafted to exclude most 
knowledge that belonged to the indigene.13 
Marginalization as a practice has its origins in the late nineteenth and early 
twentieth century Social Darwinist thinking. Theories based on Social Darwinism 
encouraged Eurocentric attitudes that perceived African societies as “primitive” thus 
requiring the more “advanced” European cultures to dominate and subjugate any of the 
communities they took over during the colonial era. As Bowler explained “most late 
                                                        
12 Zina O’Leary, The Social Science Jargon Buster. (London: SAGE Publications Ltd.  2007), 
2. 
13 Prior to the arrival of colonial rule in Uganda, there may have been a very minimal level of 
cultural marginalization; however, most tribal groups were known to borrow and incorporate music 




nineteenth century anthropologists and biologists assumed that the dark-skinned 
(African) races of humankind were inferior to the white, and it was often thought 
inevitable that where the two [races] came in contact, the dark race would be 
[marginalized].” 14These ideas that were developed and established through colonialism 
fostered the gradual marginalization of indigenous knowledge systems and its indigenous 
proponents. Politically this social process of marginalization denied indigenous master 
musician-teachers equal access to formal spaces within their own society, particularly 
within the formal academy. 
 
   Theoretical Framework 
To reclaim and reconstruct a history that is relevant to music education history in 
Uganda, in the current study I attempt to bring the indigenous master musician-teacher 
from the margins of intellectual discourse using Molefi Asante’s Afrocentricity as the 
theoretical research framework. Asante asserted that Africans and their indigenous 
knowledge systems must be placed at the center of their own narratives in order to 
reclaim the teaching of all African history from the margins of European driven scholarly 
discourse.15  Afrocentricity therefore purposefully repositions African knowledge 
systems from the margins and places them at the center of scholarly discourse. It 
provided me with the theoretical framework within which to discuss the marginalization 
                                                        
14 Peter Bowler, Darwinism: Twayne’s Studies in Intellectual and Cultural History. (New 
York: Twayne Publishers, 1993), 59.  
15 Molefi Asante, “Afrocentricity: Toward a New Understanding of African Thought in the 
World,” in The Global Intercultural Communication Reader, ed. Jing Yin (New York: Routledge 
Publishers, 1988), 101-110. African-American history was also a part of this reclamation; the 1970s-




of an indigenous master musician-teacher in order to reposition his indigenous music 
knowledge contributions as a key component of music education discourse and 
development in Uganda. While marginalization highlights the current marginal 
professional position of the indigenous master musician teacher, Afrocentricity reclaims 
his position at the center of African scholarly discourse.  
 
Afrocentricity a Reconstructive Theory 
Molefi Asante defines it as follows: 
 
a mode of thought and action in which the centrality of African interests, values 
and perspectives [are placed at the forefront of African scholarly discourse]. In 
regard to theory, Afrocentricity places African people in the center of any analysis 
of African phenomena. In terms of action and behavior, it is a devotion to the idea 
that what is in the best interest of African consciousness is at the heart of ethical 
behavior.16 
 
Afrocentricity is therefore a theory that allowed me to re-examine what has been 
written about African history, to reclaim and reconstruct parts of the indigenous 
knowledge systems that would otherwise remain excluded by Western hegemonic 
ideology. Accordingly, Afrocentricity is a philosophical perspective associated with the 
discovery, location and actualizing of African agency within the context of history and 
                                                        
16 Asante Molefi. Afrocentricity: The Theory of Social Change, (Chicago: African American 





culture.17 It allows for a [holistic] plan to reconstruct and develop every dimension of the 
African world from the standpoint of Africa as subject rather than object.18  
Afrocentricity is a transformative power that enables [Africans] to capture the true 
sense of their souls.19  In other words, Afrocentricity leads to the discovery of who 
Africans truly are and what they are capable of achieving on their own without solely 
relying on outsider information as the sole source of knowledge about everything that 
pertains to the African ontological perspective. This perspective provides African 
scholars with a means to re-examine and reconstruct their past history.  
The relationship between the Africans’ consciousness and their history is the true 
character of Afrocentricity.20 Research conducted under Afrocentricity sanctions a 
consciousness that critically questions any Western hegemonic ideologies that 
marginalize indigenous knowledge systems/guardians. As an African scholar who was 
born and raised within the Ugandan socio-cultural context, this consciousness 
empowered me to conduct research as an insider geared towards improving African 
culture, specifically in music education.  
Afrocentricity allows African scholarship to advance by making central 
everything that has in the past been marginalized. It creates a philosophical platform 
where intellectual discourse on Africa can freely take place. Through this philosophical 
approach African scholars get to reclaim and validate truths that are valuable and relevant 
                                                        
17 Ibid., 3. 
18 Asante Molefi, Afrocentricity, (Trenton: African World Press, Inc, 1992), 105. 
19 Ibid., 49. 





to the reconstruction of African knowledge systems. Afrocentricity is a liberating 
ideology;21 it seeks to decolonize what Western hegemonic ideologies had rendered 
irrelevant through marginalization. 
Afrocentricity as a theoretical framework enables the investigator to focus on an 
African scholarly perspective—one that takes an in-depth look at indigenous phenomena 
that has for a long time been ignored and deemed irrelevant or of no value.  Therefore, 
the purpose of this study is to explore the life of an indigenous master musician-teacher 
using Afrocentric theory as a lens to explore and question the practice of marginalization. 
Afrocentricity allowed me to take a historical figure that was very minimally included in 
the discourse on the foundational development of Uganda’s music education; by placing 
an indigenous master musician-teacher at the center of this discussion I am challenging 
the hegemonic stance of European colonialism that chose to marginalize the agency of 
African indigenous knowledge systems.  I argue that those who have contributed to the 
growth and development of indigenous music teaching and learning should not be 
excluded from centralized spaces in which scholarly decisions are made about Africans 
and their history. As an exemplar, I have focused on Evaristo Muyinda as a guardian of 
indigenous music knowledge systems, in order to validate his importance in African 
musical history, while reclaiming and reconstructing a part of the history of music 
education in Uganda to include the indigene voice. 
  
                                                        




Need for the study 
In his discussion on broadening horizons in historical research in music education, 
Gordon Cox has suggested that new historical research in music education should take an 
interest in investigating the learning and teaching of music of ordinary people in 
unstructured settings.22 My interest in examining the life history of Evaristo Muyinda was 
conceived out of past learning experiences, in which I studied with this master-musician 
teacher during my primary and secondary school years. Mr. Muyinda was brought into 
my primary school to train ‘the choir’ in indigenous Ganda music in preparation for the 
national schools’ music festivals; under Muyinda’s professional guidance my primary 
school choir was taught how to sing, dance and play various Ganda instruments such as 
the xylophones and drums. During my secondary school years, I had another opportunity 
to study with Mr. Muyinda to perfect my skills on the Ganda drumming style. The formal 
educational establishment that introduced me to this musician-teacher did not consider 
him as an equal contributor and partner in the facilitation of indigenous music education 
knowledge.  
These guardians of indigenous music-knowledge systems have always been 
effective teachers of music tradition, yet very little information has been put forth about 
their lived experiences in history. Mainstream research has mainly focused on 
investigating the contributions of leading figures in public school music education rather 
than grassroots teachers.23 Evaristo Muyinda taught at the grassroots level throughout his 
                                                        
22 Gordon Cox, “Transforming Research in Music Education History,” in The New Handbook 
of Research on Music Teaching and Learning (New York: Oxford University Press, 2002), 697. 




life time.  
Cox also suggested new possibilities for greater inclusiveness in music education 
research, in which a key area of needed research should counter [the marginalization of 
indigenous music teachers] by conducting studies that highlight the history of their lives 
and contributions to the music education profession.24 Wilson and Heller also affirmed 
that "history cannot be fully understood without knowing the people whose lives 
produced the evidence from which history is deduced. Achieving any music education 
history requires a human acquaintance with its personalities, and a rich store of local 
history."25 
In addition, “life history research provides a method of rescuing [a] silent history, 
and [illuminates] present-day concerns.”26 I intend to give voice to a certain aspect of 
history that has inadvertently or intentionally been ‘silenced’—or at least shelved out of 
mainstream scholarly discourse. 
Western music education has always promoted the historical study of musical 
“greats” such as Bach, Handel, and Mozart. Since Evaristo Muyinda is considered as a 
musical “great” in the indigenous culture of Uganda, an investigation on his life, career 
and contributions to music education in Uganda is of significance to the profession 
because it makes central to music education curricula what was otherwise deemed 
irrelevant and marginalized by European colonialism. In reconstructing a history that 
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accurately tells the story of Africans and their own contributions to their past, this study 
has made Muyinda the main subject and not merely an object.  Historical research should 
be responsive to the social, historical, ideological and cultural contexts in which the 
learning and teaching of music takes place…and music education should be viewed as an 
essentially broad area of activity, encompassing both formal and informal settings.27 
Since colonial rule was introduced in many parts of Africa, the subject matter being 
taught in the classroom has continuously marginalized the teaching of indigenous music 
in favor of Western musical practices. Music scholarship in academia has also focused on 
topics that increasingly leave out the indigene musical expert. This historical study 
repositions the indigenous master musician-teacher at the center of music teaching and 
learning within the Ugandan cultural context.  
The need for the current study is best summarized in Cox’s following statement:  
[The] commitment to an expanded historical research scope could be 
underpinned by a deeper involvement on the part of [music education] 
researchers …and with the varieties of historical traditions in the teaching 
and learning of music across different cultures. All this could transform 
research in music education history …and offer a greatly extended 
understanding of the historical richness of music teaching and learning in 
all its diversity.28  
 
The current inquiry is aligned with this overall need for historical research in 
music education. Music educators in Uganda, and around the world, will benefit from the 
historical information that is revealed through research on Evaristo Muyinda. Muyinda’s 
contributions are believed to have significantly influenced the way indigenous music is 
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taught at various educational levels (primary, secondary and tertiary) in Uganda. This 
study is an attempt to foster a better understanding of master musicians and the 
indigenous knowledge systems in which they operate.  
It may also inspire other music educators in Uganda, and other indigenous 
communities, to re-visit and re-examine similar topics in indigenous music education 
history that might inform the profession—especially topics that relate to indigenous 
knowledge systems. This way of doing history may strengthen existing collaborations 
between formal schoolteachers and indigenous master music teachers; in other words, it 
might encourage exchanges in scholarly discourse between the mainstream realm of 
formal knowledge educational settings with the marginalized realm of indigenous 
knowledge educational settings.29 
 
Purpose of Study 
The purpose of this study is to investigate the marginalization of an indigenous 
master-musician teacher as seen through the life experiences and career of Ugandan 
musician Evaristo Muyinda (1916–1993). In this study, I examine Muyinda’s 
contributions to music education as a teacher and performer of indigenous (Ganda) music 
in twentieth century Uganda (1939–1993). 
  
                                                        





1. How did marginalization reflect the socio-historical viewpoint of society toward 
indigenous music and musicians? 
2. How did colonization help bring about marginalization (at large) in many 
societies? 
3. In what ways have indigenous master-musician teachers encountered 
marginalization? What factors contributed to this marginalization? 
4. Who was Evaristo Muyinda and how did marginalization affect his life and 
career? 
5. What are some of Muyinda’s contributions to indigenous music education in 
Uganda? 
Delimitation 
While every ethnic group in Uganda may have several individuals worthy of an 
in-depth historical investigation, in this study I will specifically focus on one indigenous 
music teacher within the central region of Uganda (Buganda), Evaristo Muyinda. A 
general history of music education in Uganda is also beyond the scope of this study. 
 
Review of Literature 
 
 The existing literature on Evaristo Muyinda appeared mainly in journal articles30, 
in which brief biographical information is listed concerning his life and career. There are 
                                                        




no in-depth studies that have been carried out on this teacher of indigenous music, so 
existing literature is confined to a few journal articles and newspaper articles. As I will 
detail below, most of the articles published on Muyinda are either biographical in nature, 
or descriptive, that is, they either provide a very condensed version of his biography or 
they describe specific Ganda musical traditions Muyinda taught to the individuals who 
wrote these articles. This review of literature is divided into three categories; books or 
articles that provide biographical information on Evaristo Muyinda; books and articles 
that directly or indirectly mention Muyinda as a teacher and performer of indigenous 
Ganda music traditions; and books and articles that provide historical information on 
Uganda, where Muyinda was a teacher of indigenous music.  
No historical studies were found that investigated the life and career of Evaristo 
Muyinda at length; however, there are several journal articles, one dissertation, and 
history books used here as an initial point of departure for the current historical study. 
Some of the literature provided an overview of dates and events used to provide historical 
context in which Muyinda’s life and career developed.   
 
Literature on the History of Uganda 
Pirouet offered a well compiled chronological history of Uganda that begins as 
early as AD 500 to 1994.31 In the text Pirouet described important people, events and 
dates in Ugandan history that were used to frame the current historical investigation. In 
the introductory section of this book, the author discussed the pre-colonial, the colonial 
                                                        




and the post-colonial histories of Uganda, which offered a general sense of the cultural, 
social, economic and political environment at the time. The dictionary section of the book 
offered names of important historical figures in Uganda. It provides historical 
information on the different tribes in Uganda, describing some of the major historical 
events that relate to the history of Uganda as well as various historical terms and 
definitions on Uganda. 
From Pirouet’s history, it is clear that Uganda was greatly affected by political 
turmoil. This turmoil resulted in a gamut of cultural, social, and economic changes that 
effected the lives of different individuals in Uganda. Evaristo Muyinda’s life and career 
were not immune to all of these historical changes. Pirouet’s historical dictionary 
particularly highlights events that took place in the Kabaka’s palace where Muyinda 
served as a court musician from 1939 until May 1966 when the Kabaka’s palace was 
attacked and toppled by Ugandan government troops at the command of Milton Obote. 
This event may have brought Muyinda’s career as a court musician to an end.32  
Karugire wrote a comprehensive account of the history of Uganda, in which he 
traced the origins of the country’s history beginning in the sixteenth century to twentieth 
century.33 Although Karugire covered a vast period of Uganda’s political history, it is 
only in the last three chapters that he discussed information that is pertinent to this study. 
These three chapters particularly provide information that described the historical state of 
affairs during the colonial period and the post-independence days. Some of the events 
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discussed in Karugire’s book provide important information that is used to situate 
Muyinda’s life and career in the context of Uganda’s political and social history. 
Karugire particularly focused on specific events that took place from 1921 to 1971 in 
Uganda. The historical events described here provide a summary of what went on in 
Uganda from the colonial period to the time when Uganda’s infrastructure began a 
downward spiral. Some of these events include the period when Kabaka Muteesa II was 
installed as King after his father’s death (1939), the year in which Muyinda came to the 
Kabaka’s palace to serve as a court musician. It also discusses the period when the 
Kabaka was forced into exile by the British colonial government (1953); during this 
period court musicians refused to play in any music in the palace until their king would 
return. At the time when the Kabaka was overthrown by Milton Obote’s army and all 
monarchies were abolished in 1966, Muyinda’s career as a court musician came to an 
end; since there was no king or kingdom, most of the indigenous musicians including 
Muyinda went into hiding. When Idi Amin toppled Obote’s government and imposed 
himself as an absolute ruler in 1971,34 Muyinda continued to serve as chief musician at 
the Uganda Museum and the Heart Beat of Africa (HBA). The dates mentioned here from 
Karugire’s book are very important because they speak of a political moment in 
Uganda’s history that effected, directly or indirectly, Muyinda’s life and career as a court 
musician. Karugire’s historical discussion is very difficult to follow because he does not 
use chronological order in his delivery of dates and events. His presentation provided a 
very broad picture of history, and some historical events that I used to better understand 





the political and social environment in which Muyinda existed. 
 
Literature that Indirectly Relates to Muyinda 
Klaus Wachsmann compiled his book The Tribal Crafts of Uganda, while he was 
a curator at the Uganda National Museum from 1948 to 1958.35 This book is a pictorial 
compilation of various instruments that Wachsmann collected with his research assistant 
Evaristo Muyinda. Wachsmann and Muyinda travelled around the country collecting 
various indigenous instruments and recording the music of various tribal groups in 
Uganda. Wachsmann was initially invited to go to Uganda as a guest of a missionary 
group in Uganda (the Church Missionary Society), where he was responsible for 
supervising missionary education.36  No literature clearly described the full nature of 
Muyinda’s relationship with Wachsmann;  several scholars mentioned that “Muyinda 
exerted a considerable influence on the scientific studies of the [indigenous] music of 
Buganda.”37 Part of Muyinda’s influence is indirectly depicted in Wachsmann’s work as 
a published scholar and ethnomusicologist. However, Wachsmann gave credit to all the 
Western scholars who worked with him on this project, but he did not mention Muyinda 
as a vital contributor to his scholarly work in Uganda. Wachsmann went on to publish 
several scholarly works on the indigenous music of Uganda38, which he studied and 
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researched with Muyinda’s help—yet little is known about their collaboration at the 
Uganda Museum. Wegner very briefly mentioned Muyinda as an important research 
associate of Klaus Wachsmann, but did not explain the details of their collaboration.39 
From these resources it is clear that Muyinda and Wachsmann had some type of 
professional working relationship that was carried out under the auspices of colonial rule, 
which did not recognize the contributions of the indigene but cites Wachsmann as “a 
pioneering scholar of [indigenous] African music”.40 It is important to note here that 
Muyinda was already involved in the study of indigenous Ganda music before 
Wachsmann arrived in Uganda; Muyinda most probably played a key role in supporting 
Wachsmann’s work at the Uganda Museum by locating and hiring other indigenous 
musicians to come and perform music at the facility.  
Kyagambiddwa provided the first anthology on indigenous Ganda xylophone 
music.41 This book is a Western analysis of indigenous songs used in the artistic 
performance of the akadinda and amadinda (xylophone) traditions. Kyagambiddwa also 
discussed the various modal systems used in indigenous Ganda xylophone playing. 
Kyagambiddwa was a local Ugandan musician trained in Western and indigenous music, 
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and at one time a student of Evaristo Muyinda.42 Most of the songs transcribed in 
Kyagambiddwa’s book are those he compiled while studying xylophone playing with 
Muyinda. Although Kyagambiddwa did not mention anything about Muyinda’s life and 
career as a teacher of indigenous Ganda music, he briefly acknowledged Muyinda as one 
of the people who helped him compile his book.43 Although Muyinda mostly taught by 
rote, he always explained the theories behind the music he was teaching his students. 
Kyagambiddwa’s anthology is a clear depiction of the indigenous theories that Muyinda 
passed on to several of his students. Gerhard Kubik also confirmed that while he was 
studying with Muyinda at the Museum, Kyagambiddwa was a student there. Although 
Muyinda was never a published scholar, one could argue that the information he imparted 
to his students became popular outside Uganda and drew Western scholars such as 
Gerhard Kubik and Lois Anderson to come and study Ganda xylophones with Muyinda. 
Both these two Western scholars acknowledged that they read Kyagambiddwa’s 
anthology before the came to study with Muyinda.44 
 
Biographical Literature on Muyinda 
Ulrich Wegner provided a very concise biography of Evaristo Muyinda in which 
he listed dates on Muyinda’s birth and death.45 Although this article was written in 2007, 
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years after Muyinda’s death, it provided critical information about Muyinda. In this short 
article Wegner stated that Muyinda started his music career as a court musician in 1939, 
where he performed in the Kabaka’s Akadinda (Xylophone) ensemble. In 1948 Muyinda 
was appointed as the lead musician and demonstrator of indigenous Ganda music at the 
Uganda National Museum. Between 1957 and 1958 Muyinda taught traditional Ganda 
music at the school for the blind in a small town outside Kampala called Salaama.   
Wegner’s article, although quite abbreviated, established some important dates, 
institutions and organizations in which Muyinda worked, which helped develop a 
timeline that put his life into historical perspective. Wegner wrote about Muyinda’s 
innovations such as his devising a notational system that was adopted by 
ethnomusicologists and developing the Kiganda orchestra whose format was adopted by 
many schools at the national level. Wegner also mentioned that Muyinda’s music career 
opened doors for the master musician-teacher to travel outside Uganda but, for whatever 
reason, the article did not provide any details of these foreign trips, which would shed 
light on Muyinda’s work outside Uganda. Although the text here did not provide much 
information on Muyinda’s travel experiences outside Uganda, it was important because it 
showed that his expertise was shared beyond the confines of the Ugandan cultural 
context. Wegner’s article also corroborates information that I gathered through phone 
interviews with Gerhard Kubik.46 
This article offered some pertinent historical information; however, it also had 
many chronological gaps. Muyinda lived from 1916 to 1993, and he is remembered by a 
                                                        




number of people as a renowned teacher and performer of indigenous music. Wegner’s 
article is important to the current study because it highlighted and confirmed some of 
Muyinda’s contributions as an accomplished teacher of indigenous musical instruments, 
research assistant, inventor and innovator.   
Another article that provided biographical information on Evaristo Muyinda is a 
short unpublished biography on “Evaristo Ntensibe Muyinda”47 that was compiled by one 
of his former students Mr. Centurio Balikoowa—a primary school music teacher in 
Uganda, who also volunteered as an informant for this investigation. Although 
Balikoowa did not officially publish this article, most of the information found here 
confirmed what Wegner discussed in his article. Balikoowa claims that he obtained the 
information in his article from a personal interview he conducted with Muyinda shortly 
before he passed away in 1993. This article provided details on the village (Nabbale) in 
which Muyinda was born and the names of his father (Wasswa Isaac Ssebudde 
Mukubamwiko). The article also provides information about Muyinda’s childhood years 
describing the nature of his early musical training in indigenous Ganda music. The 
information gathered from this article is important because it sheds light on the peer 
music learning Muyinda received from his older brothers who first taught him about 
indigenous music performance in his home village. Peer music learning later became part 
of Muyinda’s teaching environment. From his brothers Muyinda learned to play various 
indigenous musical instruments such as ndongo (bowl lyre), ndingidi (tube fiddle), 
ngoma (drums) and amadinda (xylophones); from this experience he was also inspired to 
                                                        




learn the art of making his own musical instruments.  
This article also provides important dates, places and relevant people such as 
Yosia Kyotayinza Mukasa, who was one of Muyinda’s initial indigenous music teachers 
in the Kabaka’s palace in 1935. Mukasa is the one who ushered Muyinda into becoming 
one of the chief court musicians in 1939. Some of this information had not been 
mentioned in any of the articles that were previously published on Evaristo Muyinda. The 
information obtained from this article is important because it highlights how peer 
teaching and learning played a significant role in shaping Muyinda’s musical upbringing 
as well as his career as a master musician teacher. The article also describes how 
Muyinda did not find much success in the formal learning setting but thrived in the non-
formal indigenous setting where most of his education took place. 
Balikoowa also reveals that Muyinda briefly attended formal school training from 
a missionary school known as Maria at the age of 15 years; however, Muyinda’s formal 
education only lasted two years. This information is important because it alludes to the 
fact that Muyinda’s musical background was mostly anchored in indigenous musical 
traditions, which later became the embodiment of his musical life, career and 
contributions. Balikoowa also mentioned Muyinda’s teaching career at various 
educational institutions at the primary, secondary and tertiary level. Balikoowa’s article 
provided specific details that could only be gathered from a personal interview. The 
details were obtained directly from Muyinda by one of his long-time student-apprentices. 
Balikoowa was one of the people that I sought out for a personal interview for this 




information for the current historical study; however, it was too short and in need of an 
in-depth inquiry to seek corroborative information; this was crucial since this article was 
the sole work of Mr. Balikoowa. 
 
 Literature on Muyinda as a Teacher and Performer of Indigenous Music 
 Gerhard Kubik, a well-known ethnomusicologist and Western music scholar, 
wrote a number of journal articles that attested to Muyinda as a music teacher and 
performer of Ganda music. Kubik’s first learning experience with African music started 
with Evaristo Muyinda in November 1959, and lasted through 1967. From 1960 to 1969 
Gerhard Kubik published several journal articles that described Muyinda’s career as a 
teacher of the akadinda-amadinda (xylophone) tradition and other instruments48. Kubik’s 
articles mainly discussed the art, theory and performance technique of xylophone 
tradition that he learned while he was a student of Evaristo Muyinda from 1959 to 1967. 
Kubik also described Muyinda as a teacher who taught both local and foreign students. In 
one of his articles Kubik gave a full description of the relationship he had with Evaristo 
Muyinda with the following acknowledgement: 
The contents of this article are based on a practical study of Kiganda 
xylophone music and on information obtained from my African teacher, 
Mr. Evaristo Muyinda. I have to thank the Uganda Museum, Kampala, for 
introducing me to this famous musician who has devoted all his life to the 
cultivation of indigenous musical art in Buganda and who has been a 
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member of the traditional band at the Kabaka’s palace for sixteen years. 
Mr. Evaristo Muyinda, playing all the Kiganda instruments with 
virtuosity, took the trouble to teach me the xylophone music of his native 
country during the four months that I stayed there. I cannot start an article 
on Kiganda xylophone music without thanking Mr. Muyinda for all the 
help given to me and for the considerable amount of patience he showed, 
particularly when I was facing a lot of difficulties at the very beginning. I 
remember with pleasure the day when I finally found out the main 
principles in the xylophone compositions, and thus our co-operation 
progressed more and more to the satisfaction of my teacher.49 
 
This brief synopsis yielded a number of important facts about the character of 
Muyinda as a teacher of indigenous music; the time in which this learning took place; 
some of the important places in which Muyinda offered music classes to Kubik; and 
some of the roles Muyinda played such as court musician at the Kabaka’s palace. Kubik’s 
article also discussed important details on indigenous music theory and practice on 
xylophone playing that he learned while he was Muyinda’s student at the National 
Museum in Uganda.  
In all his published articles on the Ganda xylophone tradition, Kubik consistently 
mentioned Muyinda as his teacher of indigenous Ganda music. Although most of Kubik’s 
articles focused on the instrumental music traditions that he learned from Muyinda, they 
also provided important historical details pertinent to the current investigation. For 
instance, in one of the articles Kubik confirmed that Evaristo Muyinda was a former 
court musician and a performer of Kiganda music who taught him from 1959 to 1963; 
Kubik also presented an analysis of 50 amadinda songs that he collected from Muyinda 
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during this time; and described the teaching method of Evaristo Muyinda.  
In another article50, Kubik discussed the nature of his learning experiences with 
his teacher Evaristo Muyinda. This article was published seven years after Muyinda’s 
death. In it, Kubik maintained the importance of his past learning experiences with 
Muyinda as his teacher. Although Kubik did not provide much historical detail in this 
article, the information he did provide was sufficient to help formulate an understanding 
of Muyinda’s role as a musician-teacher. For instance, Kubik described Muyinda as "a 
benevolent and friendly teacher" who guided him through the learning experiences of the 
amadinda xylophone tradition from 1959 to 1967.51 In sum, all Kubik’s articles 
established a known fact that Muyinda was first a court musician, a teacher of indigenous 
Kiganda music and provided a detailed description of instrumental traditions that 
Muyinda taught music to many local and foreign students who came to study with him at 
the Uganda Museum.  
Kubik published multiple scholarly works on African music (particularly 
xylophone performance).52 From Kubik’s work one is able to develop an idea of the 
magnitude of indigenous music knowledge that Evaristo Muyinda contributed to the 
work of several Western scholars worldwide, yet the name and work of this indigenous 
musician-teacher continues to be viewed on the periphery of formal scholarship within 
the academy. The historical information Kubik provided in his articles was somewhat 
                                                        
50 Gerhard Kubik, “Interconnectedness in Ethnomusicological Research” in Ethnomusicology 
4, no.1 (Winter, 2000). 
51 Ibid. 
52 Gregory F. Barz, “Kubik Gerhard,” In Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com.ezproxy.bu.edu/subscriber/article/grove/music/48787  (accessed 





scattered and did not directly offer a complete chronological timeline on the life and 
career of Muyinda.53  
Lois Anderson’s dissertation The Miko Modal System of Kiganda Xylophone 
Music,54 is an exhaustive study on the Ganda xylophone music tradition. Anderson 
clearly acknowledged Evaristo Muyinda as the person with whom she studied the 
amadinda and akadinda (xylophone) performance style of the particularly artistic and 
theoretical aspect of the well-known Ganda music tradition. Anderson acknowledged 
Muyinda in her dissertation: "To Evaristo Muyinda, who introduced me to Kiganda 
xylophone music, I owe my sincere appreciation for his patience in instructing me in the 
intricacies of Amadinda playing”.55 Although it is for a brief moment, from Anderson’s 
dissertation it is clear that Muyinda taught Anderson how to play amadinda xylophones 
on Wednesdays. This information in a sense validates Muyinda as a reputable teacher of 
indigenous Ganda music. 
Anderson apprenticed with Muyinda from 1964 to 1966, during which she learned 
variants and alternate versions of [traditional] songs and variations of xylophone music. 
Anderson clearly stated that she was especially grateful to Muyinda who taught her 
during her apprenticeship; it was also through Muyinda’s excellent instruction that 
Anderson stated she was accepted as a pupil with the experts of the Amadinda tradition.56 
                                                        
53 Some of Kubik’s articles on Evaristo Muyinda were published in German but through 
phone interviews with Gerhard Kubik (March 8, 9 and 17 2017), I was able to establish the necessary 
details used in this literature review. 
54 Lois Ann M. Anderson, “The Miko Modal System of Kiganda Xylophone Music” (PhD 
diss., University of California, Los Angeles, 1968). 
55 Anderson. “The Miko Modal System”, x 




It is clear from Anderson’s statements that through her interactions with Muyinda, she 
became well connected to the indigenous musical environment of the Kabaka’s 
prestigious court musicians. Anderson’s dissertation research was conducted under the 
guidance and mentorship of Evaristo Muyinda, and she stated that Muyinda was Dr. 
Wachsmann’s research assistant while he was curator at the Uganda museum from 1948 
to 1958. Anderson’s information is in agreement with what was mentioned by Kubik, 
Balikoowa, and Wegner.  In elaborating Muyinda’s teaching method Anderson stated:  
I went daily to the Uganda Museum and Mr. Muyinda taught me various 
songs. He followed a definite pattern in his teaching method. When I had 
learned one of the individual parts of a song to his satisfaction, he would 
combine the second part of the melody with the part that I was playing to 
make sure that I was able to sustain my part.57 
 
Anderson’s dissertation provided much information that is pertinent to the current 
study; for instance, she mentioned various names of living court musicians that she met 
while she was an apprentice of Muyinda; it also provided specific historical dates, places 
and events that were useful in building a case on Muyinda for this inquiry. For example, 
Anderson mentions that Muyinda connected her to other indigenous court musicians, that 
this enabled her to advance her studies in Ganda music; from this I inferred that Muyinda 
was not only a teacher but an individual who created more learning connections for his 
students. Anderson mentioned Klaus Wachsmann as the person who introduced her to 
Evaristo Muyinda. As curator of the museum from 1948 to 1958, Wachsmann had 
appointed Muyinda as the chief musician and leader of indigenous music demonstrators. 
Anderson studied and collected an extensive amount of indigenous Ganda music with 
                                                        




Muyinda, of which she was able to record and compile over 150 Ganda xylophone songs.   
Muyinda influenced the work of scholars such as Klaus Wachsmann, Lois 
Anderson, Gerhardt Kubik, Joseph Kyagambiddwa, and Ulrich Wegner, who all went on 
to influence the lives of so many other students of indigenous music. Anderson’s 
dissertation provided enough information about Muyinda’s teaching method on the 
amadinda (xylophones) that it was useful for the current study. Her research helped 
confirm that Muyinda was a bona fide teacher of indigenous Ganda music who had a 
well-structured pedagogical approach that allowed him to communicate his skills 
effectively. Colonialism put in place a system that did not treat indigenous experts like 
Muyinda as equals professionally, yet students who went to learn from him had the 
benefit of advancing their studies in indigenous Ganda musical traditions. 
 
Summary and Delimitations 
The literature reviewed in this chapter concerning the life history and career of 
Evaristo Muyinda established a few facts that guided this in-depth investigation. There 
was very little that had been written about the life and career of Evaristo Muyinda, but 
the literature here shows that he was: 1) a teacher of great repute 2) that he impacted the 
lives of scholars such as Klaus Wachsmann, Gerhard Kubik, Lois Anderson and Ulrich 
Wegner; 3) that there are some innovations that are attributed to Muyinda’s contributions 
to the teaching and learning of indigenous music. None of the literature here provided a 





There is no existing historical study on Evaristo Muyinda. The literature reviewed 
here provided an imprecise chronological record that mentioned names, places, and 
events. However, the informants I interviewed and the articles reviewed above verified 
the biographical information that Wegner provided, which allowed me to compile 




Afrocentricity provides a new way of looking at African historical data…which 
Molefi Asante refers to as Afrocentric historiography.58 This method of investigating 
history involves the assertion of Africa’s agency in the telling of her own history. In other 
words, this method reasserts and re-establishes Africa and Africans in the center of their 
own narratives.  According to Heller and Wilson “the study of history, whether as a 
reader or researcher, provides a sense of humanity, place, purpose, and time.”59 Jack J. 
Heller and Edward O’Connor described the historical method as the type of research 
method used to answer questions about past practice by examining documents and other 
archival information.60 Phelps et al state  that "the collection of data pertaining to the past 
frequently is referred to as history."61 A historical approach provided the paradigm used 
in answering the research questions for this study.  
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Heller and Wilson have also cited the following reasons for conducting a 
historical investigation: 
1) to satisfy interest or curiosity 
2) to provide a complete and accurate record of the past 
3) to establish a basis for understanding the present and planning for the future 
4) to narrate deeds worthy of emulation.”62  
Understanding the life history of indigenous master musician-teachers and the 
nature of their work and musical contributions in the past may help inform music 
practitioners about their past thus providing them with guidelines to make better 
decisions about navigating the future in music education. This study focuses on 
Muyinda’s contributions to music education in Uganda, especially his work that has been 
continued by many of his former students. 
This historical inquiry used some of the following steps to ensure that the 
investigation adhered to a historical method as suggested by Rainbow and Froehlich: (1) 
Ask a multitude of precise questions related to particular events or persons of the past, (2) 
Gather and verify data related to the questions at hand, (3) Developed criteria for 
selecting the most useful data to answer the questions at hand,  and for rejecting 
information that was irrelevant within the context of the study, and (4) Interpret the data 
by answering all questions posed.63  Phillips also affirms the following research 
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1) Gather data and verify its authenticity and credibility. 
2) Determine the usefulness of the data for answering the research questions at 
hand (i.e., what to eliminate) 
3) Interpret and present data in ways that answer the research questions.  
The research questions included earlier were used to guide the researcher in terms 
of what questions to ask; determining what kind of information was appropriate for this 
historical investigation; and how to go about the final interpretation and presentation of 
data. 
In order to answer these research questions, both primary as well as secondary 
sources provided the most cogent information on the life, career and contributions of 
Evaristo Muyinda as a teacher of indigenous Ganda music. According to Rampolla, 
primary sources allow the researcher to enter the lives and minds of people who are 
relevant to the study.65 Primary sources included interviews with people who 
remembered Muyinda, and written documents such as Muyinda’s personal letters, 
newspaper or magazine articles published during his life time, audio and video recordings 
and photographs. 
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A historical researcher must have a clear understanding of which records should 
be categorized as primary sources and secondary sources. According to Gall, Gall and 
Borg, primary sources are those records that were generated by people who personally 
witnessed or participated in the historical events of interest; and secondary sources are 
documents in which an individual (who was not present at the time of the event) gives an 
account of the event in question. Phillips also affirms that data collected from primary 
sources is most valuable to historical research because it contains “firsthand” 
contemporary information that places the researcher “close to an event without having 
been there.”66 Again in their discussion on primary sources Gall, Gall, and Borg states 
that primary sources “provide the ultimate basis for the information included in historical 
reports.”67 Some of the documents consulted as potential sources of information for this 
historical inquiry included: personal letters, legal documents, and diaries.  
There were some extant primary sources available such as those provided by 
immediate family members of Evaristo Muyinda. I visited the widow and stepson of 
Muyinda, and they provided all artifacts that Muyinda left behind. The Uganda National 
Museum provided very few artifacts and documents on Muyinda from their archives at 
Kitante Hill, in Kampala.68 It was very difficult to get into the National Archives Center 
in Entebbe (Uganda), because, for some reason, I was given the “run around” that was 
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cutting into the limited research time I had in the field;69 therefore no historical records at 
this archival center were used for this study. Other individuals who provided the 
researcher with primary source materials included surviving family members of Evaristo 
Muyinda; his colleagues and friends from the various institutions for whom Muyinda 
worked including Mr. Centurio Balikoowa (a Ugandan music educator and one of 
Muyinda's former students) and Dr. Kubik (an ethnomusicologist in Vienna-Austria and 
former student of Evaristo Muyinda). These people were the key informants for this 
study; I also interviewed the following individuals who provided me with useful sources 
that pertain to Muyinda’s life and career:  
• Dr. Lois Anderson (an American ethnomusicologist who was Muyinda’s student 
on the Ganda xylophones) was interviewed over the phone. Dr. Anderson is 
currently an ethnomusicologist and expert of the Amadinda tradition, teaching at 
the University of Wisconsin/Madison.  
• Dr. Gerhard Kubik, one of the very first foreign (German) students to study 
xylophone playing with Mr. Muyinda. I was able to have three phone interviews 
with him. 
• Dr. Ulrich Wegner—Several unsuccessful attempts were made to contact Dr. 
Wegner, a German ethnomusicologist who spent some time doing research with 
Muyinda; Dr. Ulrich no longer works at the Institut für Musik und 
Musikwissenschaft (Institute of Music and Musicology) at the University of 
Hildesheim.   
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• Ludovico Sserwanga, a former colleague of Evaristo Muyinda.70  
• Centurio Balikoowa, a primary school music teacher in Uganda who knew and 
studied with Muyinda.  
• Mr. Musisi Mukalazi, a retired court musician and teacher of indigenous music 
• Mr. Kiyaga, a retired music educator in Uganda and a student of Muyinda.  
• Mr. Alfonsi Iga Kibuyaga, an indigenous master dance teacher and Muyinda’s 
former student. 
• Mrs. Imelda Nalugooti, the widow of Evaristo Muyinda. 
Personal interviews also included music educators, performers and researchers 
who may have crossed paths with Mr. Muyinda at various points during his lifetime. I 
contacted:  
• Mr. Hudson Kiyaga, a retired music teacher and former close music performance 
acquaintance of Mr. Muyinda;  
• Mr. Livingstone Musisi Mukalazi, a former palace musician who was also an 
apprentice with Mr. Muyinda in the Heart Beat of Africa;  
• Mr. Alfonsi Iga Kibuyaga, an indigenous master dance teacher who was trained 
by Mr. Muyinda and performed in the Muyinda Ensemble from its inception until 
Muyinda’s passing.  
The list of informants who appear in table 1.1 are those whom I successfully interviewed. 
  
                                                        




Table 1.1 Selected informants who knew and interacted with Mr. Evaristo Muyinda 
Interviewee    Category   Relationship/Title 
  
Mr. Centurio Balikoowa  Music Teacher  Former student  
Mr. Livingstone Mukalazi  Former Palace Musician Apprentice  
Mr. Alfonsi Kibuyaga   Master Dancer  Apprentice 
Mrs. Imelda Nalugooti  Performer   Muyinda’s Widow 
Mr. Hudson Kiyaga   Retired Music Teacher Music acquaintance 
Dr. Gerhard Kubik   Ethnomusicologist (Vienna) Former student 
Dr. Lois Anderson   Ethnomusicologist (USA) Apprentice 
Source: Table by author. 
 
 These in-depth interviews (as described in detail below) supplement the written 
records by supplying more detailed information collected, and also provided me with 
primary source materials such as photographs, documents, personal correspondences or 
recordings made during Mr. Muyinda’s lifetime. Each interview lasted anywhere from 
two to three hours, and some of them were recurring. 
According to Gall, Borg and Gall, researchers of qualitative studies typically 
control for bias by triangulating data—whereby the researcher substantiates one type of 
data with another type. Creswell also describes triangulation as “the process of 
corroborating evidence from different individuals, types of data, or methods of data 
collection (e.g., documents and interviews) in descriptions and themes in qualitative 
research”.71 Since the current study used personal interviews, the researcher compared 
data from the interviews with existing written documents and personal records. .72 
Member checks also provided a means of curtailing instances of bias during the research 
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process. Member checking as a process focuses on presenting “emic” data accurately, 
whereby the researcher includes the views of all the participants. During the research 
process I returned to the interviewees in order to verify collected and transcribed 
information. Interviewees were also given the opportunity to review and edit my 
transcripts to ensure that their views were reported accurately in this study. All 
interviewees, except two,73 complied to my request for them to verify the information I 
had compiled from the interviews.  
 
Secondary Sources 
 According to Gall, Gall and Borg, secondary sources normally give descriptive 
accounts of the event based on the information the researcher gathers from eye-witness 
reports.74 In order to establish a basic understanding of this historical inquiry I will 
conduct a methodical examination of secondary sources, which Galgano et al. suggest are 
an excellent means of placing events of the past in their historical context and critically 
assessing prior narratives and interpretations.75  
  Secondary sources included works focusing on the history of Uganda from 1939 
to 1993; journal and newspaper articles that provide biographical information; any 
existing periodicals about his life and career; and any dissertations that mention 
Muyinda’s work as a musician, performer and teacher of indigenous music. Other 
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secondary sources included any information obtained from cultural institutions in which 
Muyinda primarily operated.76  
Data Collection and Analysis 
Archival primary sources collected for this investigation included newspaper 
articles, photographs, and concert programs from any of Muyinda’s performances in and 
outside the nation of Uganda. Oral and written accounts by contemporaries and personal 
interviews were included in the current study, and all gathered primary source data were 
compiled to create a chronological timeline. This data was compiled from researcher 
notes and stored as a computer database and later organized by the researcher. Once the 
database was organized it became a timeline of Evaristo Muyinda’s life history from 
1939 to 1993, listing all the relevant dates, names, places, and events (See Appendix K). 
After completing an initial timeline for this study, I held semi-structured 
interviews with the individuals listed above who had been purposefully selected for 
interviews because of their knowledge and direct interactions they had with Evaristo 
Muyinda, either as family members or his students. These interviews were used to either 
confirm or add to the written sources. 
Lincoln and Guba posit that one of the primary purposes of conducting interviews 
is to reconstruct the past.77 In order to conduct practical and meaningful interviews the 
current study followed these steps recommended here by Lincoln and Guba (1985) for 
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1) Decide whom to interview and obtain informed consent 
2) Prepare for the interview by developing an appropriate sequence of questions 
3) “Warm Up” the interviewee by reviewing the nature and purpose of the 
interview and making casual conversation 
4) Pace the interview by asking more specific questions as the interview 
progresses 
5) Terminate the interview in an appropriate manner once data saturation has 
been reached 
The current study also adopted a set of questions recommended by Creswell,79  
which were used during the interview process (See Appendix D). Specific guidelines 
provided by Barbara Truesdell on conducting oral history interviews were adopted as 
well.80 Given the need for flexibility, I included open-ended questions when conducting 
all interviews (Appendix D). Employing semi-structured questions during this stage of 
the investigation assured the researcher that the interviews drew out the most reliable 
answers from the informants, while staying true to the purpose of the study. Open-ended 
questions also gave the individuals being interviewed the liberty to offer detailed 
responses. Fontana and Frey also suggest the following protocol: 
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1) Maintain a conversational tone with the interviewee while keeping the 
questioning consistent with the purpose of the study. 
2) Treat the interviewee as an equal and allow him or her to express his or her 
personal feelings.  
3) Seek a “sharedness of meaning”81 by using language and terminology familiar 
to the interviewee. 
4) Use non-verbal communication to maintain a relaxed atmosphere and positive 
rapport.82 
Most of these interviews were conducted using English and Luganda (I am fluent in both 
languages). The Ganda language (Luganda) was the primary language that Evaristo 
Muyinda used for communication; and some of the indigenous master musicians I 
interviewed only spoke Luganda.  
Informants for this study were purposefully chosen; however, I also interviewed 
other individuals identified through “snowballing.” Orcher explains the snowballing 
technique as a process where informants are asked to identify other individuals who may 
provide additional information to the research topic.83 Informants who were purposefully 
chosen included surviving colleagues and students of Muyinda who provided significant 
information concerning his life and career. These individuals provided a living memory 
concerning Muyinda’s life and career, as well as important materials in their possession 
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that were examined and used as primary sources.  The interviews included other 
informants who studied with Muyinda while he was a court musician at the Kabaka’s 
palace; a teacher of indigenous music at various formal institutions; a performer in 
various cultural troupes such as the Heart Beat of Africa (HBA) and the Muyinda 
Ensemble. I was not merely collecting biographical data on Muyinda, but I was also 
exploring marginalization from the African perspective. For this reason, the topic of the 
marginalization of Muyinda was brought up in each interview to obtain the informants 
viewpoint on the topic. Interviewing continued to the point of saturation (from 90-180 
minutes), and all interviews were audio and video recorded and transcribed verbatim 
within a period of 24-48 hours. Member checks were used to assure the accuracy of the 
transcripts (as explained earlier), and significant data from the final transcripts were 
added to the research timeline. All audiotapes, videotapes and transcriptions are in the 
possession of the author, in secure computer files. 
Hill has recommended three types of analytical techniques that are derived from 
archival research of individuals and organizations: 1) spatiotemporal chronologies, 2) 
networks and cohorts, and 3) backstage perspectives and processes.84 An analysis of the 
data collected in the current study will lead toward a chronology of Muyinda’s life and 
career as well as his contributions to the teaching and learning of indigenous music in 
Uganda. All the spaces in which Muyinda worked and the specific time frames were 
taken into consideration here.  The final report is a narrative of the life history of Evaristo 
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Muyinda and his contributions to the teaching and learning of indigenous Ganda music in 
Uganda, from 1939 to 1993, and includes historical context and interpretive insight, 
including the marginalization of Muyinda from an African perspective. 
 
Data Verification 
Cohen et al, provide a practical discussion of the historical method, in which they 
list common technical procedures a researcher should include in a historical investigation, 
including sections on external and internal criticism.85 External criticism is a process in 
which the researcher establishes whether a document is authentic or not. The researcher's 
aim here was to uncover any frauds, forgeries, hoaxes, inventions or distortions. This was 
all achieved by thoroughly investigating the origin of any historical documents the 
researcher found, with the sole purpose of determining if the artifacts or data at hand 
were authentic.  The author suggests that the investigator must also ask probing questions 
such as: Was the knowledge that the artifact purports to transmit available at the time in 
question, and is it consistent with what is known about the author or period from another 
source? 86 In other words, the researcher must use every available method to discover 
every possible detail about the data they are presented with. Things to look for include 
actual dates, places, and circumstances of the artifact's origin. Phelps also asked some 
important questions when trying to establish external criticism: 1) where was the item 
originally located? 2) Is the document an original or a copy? 3) What is the estimated age 
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of the item? 4) Are there autographs or other identifications that will make the process of 
verification easier? 5) Is the handwriting consistent with other writings by the reputed 
author? 6) Are there any indications that such an item existed? 7) Is there any reason to 
suspect that the item may be a hoax?87 
Cohen et al also explain that once the process of establishing the authenticity of 
documents, the next task is to evaluate the accuracy and worth of the data at hand.88 One 
of the most critical things that a historical researcher must establish is the credibility of 
the author in regard to the documents in question. The purpose of internal criticism is to 
establish the extent to which a given testimony is credible. The process of evaluating data 
was carried out in two phases. First, the researcher used positive criticism, in which the 
attempt was made to confirm the true meaning of any statements given by those being 
interviewed. Secondly, the researcher used negative criticism in which the researcher's 
rationale was used to discredit any given statement as evidenced by the partiality or 
inefficiency displayed by the writer.89 Any instances in which I felt that there were some 
inconsistent or conflicting information I made sure to corroborate that information with 
other informants to ensure that I was compiling accurate information from all parties 
involved. In terms of dates, events and places provided by informants, I made sure that I 
identified when and where these took place and the context in which they happened in 
relation to Muyinda. 
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Phelps and others also go on to recommend the following questions that were 
adopted in the current study during the process of internal criticism: 1) Is the document 
consistent stylistically with others by the writer? 2) Are there any indications the writer's 
reporting was inaccurate? 3) Does the writer actually mean what is said? 4) Could this 
work have been written by someone else in the style of the individual? 5) Is there any 
evidence the writer is biased or prejudiced?90 For the few documents that were written 
about Muyinda I made sure that there were no biased undertones or inaccuracies in what 
was being reported by comparing it with the oral reports provided by local informants. 
The ultimate purpose of internal criticism is to ensure that the witness has not 
been deceived, neither is he or she providing false information to the researcher. It is 
imperative therefore, for the researcher to clearly show the competence and the sincerity 
of the witness. The historical researcher must study the significance or meaning of the 
words chosen by the individuals he/she has interviewed and relate them to their meaning 
at the time of origin. Researchers demonstrate skill when they are able to employ both 
external and internal criticism simultaneously. As researchers attempt to probe for any 
existing weaknesses in their study, they can confirm whether the data in their report is 
tangible truth or at least somewhat close. 
The researcher’s ultimate purpose for employing internal criticism for the current 
study was to ensure that the witnesses involved in the investigation were not deceived 
and as a result giving false information to the researcher. It was crucial to clearly 
establish the competence and sincerity of the witnesses. As a historical researcher it was 
                                                        




imperative for me to study the significance of the words used by all individuals who were 
interviewed and connect their meaning to the original time frame of the history in 
question. A skillful researcher should be able to utilize both external and internal 
criticism in their investigation. I examined every possible weakness that arose in the 
process of gathering, analyzing and reporting data, as a means of ensuring that the 
information compiled on Evaristo Muyinda did not stray from the tangible evidence, 
which is the ultimate goal of any historical inquiry. 
Researcher Bias 
Part of my early life as a student was spent in Uganda where I was taught 
indigenous music. Currently I am an adjunct professor of non-western music traditions at 
Rhode Island College, and continue to take lessons from master musicians in Uganda. 
My past experiences with indigenous music, and as an insider to Ugandan culture, are 
greatly beneficial to this inquiry; however, I am fully aware that these experiences may 
also cause some personal biases during this investigation.  My respect for Evaristo 
Muyinda as my former teacher initially prompted me to pursue the current study; I 
therefore come to this process as a researcher fully aware of the potential biases that may 
arise in the interim. My experience as a music educator in the United States of America 
for over twenty-four years also allowed me to maintain an outsiders’ perspective. I 
therefore intentionally made it a point to keep my personal views in check during the 
research and interview process in order not to influence or elicit coached responses from 
the research participants. I achieved this by carefully studying all the data obtained from 




carried out from an insider’s perspective to the culture, whereby I have personal 
experience with the subject matter and Evaristo Muyinda—having been raised in Uganda 
during my elementary and secondary years of schooling.  Initially I had decided to 
conduct all interviews in English, however, when most of the local informants found out 
that I spoke Luganda fluently, they opted for the interviews to be conducted in Luganda, 
a language they felt more comfortable with to express their views on Muyinda more 
easily.  Having studied Luganda and English throughout my high school years, I was also 
in the position to transcribe the interviews from Luganda to English.91 	
 
Summary 
  Before the Europeans introduced their Western style of formal education in 
1877, most cultural societies in Uganda had an indigenous system of educating their 
people (young and old). This indigenous educational system was well organized with 
aims, content, teaching methodology, indigenous teachers and places where the teaching 
and learning occurred.92 This pre-colonial type of education has been defined as “a 
process by which one generation purposefully transmits culture to the young, to the adults 
and to the old for their social, cultural and economic benefit and for the benefit of the 
whole society.”93 The following chapter will explore the nature of indigenous education 
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prior to the arrival of Western formal education, and briefly discuss the nature of the 
current education system and how it continues to marginalize indigenous education and 
its knowledge systems. It also presents historical background material on Uganda 
necessary for understanding Muyinda’s role in society. In Chapter 3, biographical 
information about Evaristo Muyinda will be presented to highlight his life, career and 
musical contributions. Chapter 4 features Muyinda’s work in music education in Uganda, 
and the work he did with various ethnomusicologists. Chapter 5 focuses on Muyinda’s 
work with the Heart Beat of Africa (HBA), and the Muyinda Ensemble. The final chapter 
contains a summary, conclusions, and recommendations for future research. 
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LONDON BRIDGE IS FALLING DOWN: 
INDIGENOUS AND WESTERN EDUCATION 
Indigenous traditional education systems existed for hundreds of years prior to the 
arrival of Europeans in Uganda.94 Each tribal state had its own way of educating the 
young people within its confines. Europeans came to Uganda with the perception that 
Ugandans did not have any kind of educational system, and that they needed a proper 
education. The arrival of European missionaries in Uganda introduced Western 
education, primarily focused on literacy, to provide most young people with the ability to 




Speke and Grant were the first Europeans to visit Uganda in 1862; they were 
explorers looking for the source of the Nile. Not too long after their expedition, Henry 
Morton Stanley arrived at the Kabaka’s palace, who then requested for missionaries to 
come and teach his subjects in the Kingdom of Buganda. The Baganda are one of the 
largest indigenous tribes of Uganda, and they were perhaps the most favored tribes during 
the British colonial rule; the whole country was later named after the Buganda kingdom, 
when some Arab traders mistakenly referred to it in the Swahili language as Uganda 
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(pronounced as “oo-gahn-der”). The name of the kingdom state of Buganda was 
transferred to the entire nation of Uganda, which was previously made up of different 
tribal states with their own ruling kings and chiefs. 
 Uganda became a British Protectorate in 1894, which gave way to seventy years 
of British colonial rule ending on October 9th, 1962. The arrival of the British colonial 
government meant that most of the already functioning indigenous knowledge systems 
were replaced with Western style (European) education systems.  
 
Indigenous Education in Uganda 
Within the African indigenous educational setting "the homestead" was the school 
and anywhere human activities took place was the classroom; unlike the Western way of 
thinking, the concept of education in most African societies was non-literate.95 
Indigenous education was more of a non-formal type of education in which young people 
were continuously learning in different settings. People were expected to be lifelong 
learners who later became teachers to the next generation. 
According to Ssekamwa, there were two types of teaching methods within the 
indigenous education system. As he described them, the first teaching method used verbal 
lecturing combined with practical demonstrations. This method of teaching mostly took 
place in the household or within the family setting, whereby young people were taught 
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basic knowledge and skills and allowed the opportunity to try them out in the presence of 
their expert indigenous teachers who were readily available to give them verbal 
correction and guidance. The second method involved teaching technical skills whereby 
young people would also be informed about the theory behind ways of doing things or 
making things. This was mainly known as the practical method and the novice would 
eventually graduate when they could clearly demonstrate a perfected level of the required 
knowledge and skills. The novice would then be counted in the caliber of accomplished 
members of society who were in the position to teach others. With lengthy years of 
practical experience, they would also become master teachers within their community.96 
The arrival of European missionaries ushered in the initial marginalization of 
Uganda’s indigenous knowledge systems and its indigenous experts because it displaced 
master musicians as teachers. During colonial rule, indigenous knowledge systems were 
stigmatized and deemed primitive and inferior, thereby being made invisible as some of 
the indigenous people were being assimilated into the Western educational system.97 
Being literate was now understood in terms of being groomed through the colonial 
system of formal education, and those who did not go through this formal system were 
considered illiterate and, in most cases, marginalized. 
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Western Education in Uganda 
Prior to the arrival of European missionaries, the kingdom of Buganda had 
received Arab traders in 1844; they began setting up Koranic schools. These Koranic 
schools were small, and they were primarily designed to teach new converts about Islam, 
so they did not offer a formal style of education. Church missionaries from England 
introduced the first Western formal schools in 1877.98 It was these European missionaries 
who started setting up formal schools that were to set the model for education in Uganda.  
Uganda’s educational system was primarily run by religious organizations, who 
were responsible for setting the syllabi, writing the curriculums, writing and grading 
examinations, setting standards of accomplishment for each grade, building and directing 
the schools, and training teachers who were to staff the schools. These missionaries were 
mainly interested in winning souls as much as cultivating indigenous people’s minds; 
“their method was to educate an elite cadre who would demonstrate the advantages of 
Christianity and thereby attract additional converts.”99 From the onset this system 
marginalized most indigenous Ugandans who did not belong to the elite group of 
individuals as did children of local chiefs. Only those who attended these European 
formal schools were considered to be educated, while others were seen as being 
uneducated. Indigenous education was not recognized as another way of educating the 
masses, therefore it too was, for the most part, discredited and marginalized. 
The absence of Western formal schools, classrooms, reading and writing in 
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Uganda was one of the reasons why Kabaka Muteesa I of the Buganda Kingdom invited 
Western missionaries to come into what later became the nation of Uganda.100 The very 
first European missionaries who came were from the Church Missionary Society (CMS); 
they arrived in 1877, while the White Father Missionaries arrived in 1879. These 
missionaries presumed that the only valid education system was what they knew and 
brought with them from Europe. The European educational system was based on formal 
schools and classroom structures, in which religion, arithmetic, reading and writing were 
taught.101 Therefore, the missionaries believed that they had to develop a formal system 
of education that would “educate” Ugandans through reading and writing with the goal of 
making them model converts of religion. They did all of this without taking into 
consideration that the indigenous people had their own educational system that had 
always been in place before the Europeans arrived. 
During my elementary school years, students we were taught that everything that 
had to do with our vernacular culture was not allowed in the formal school setting; 
students were made to believe that Western culture was better than their own indigenous 
culture (language, musical arts, folklore and education), which further undermined and 
invalidated indigenous knowledge systems.  
The colonial system denied most Africans access to equality, and as a result, the 
British Colonial government was not directly involved in the administrative decision 
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making that pertained to the running of schools in Uganda until 1927.102 Most of the 
work was left in the hands of European missionaries who ran their schools based on their 
religious ideals. Most master musician-teachers found themselves in a colonial rule status 
quo in which indigenous music cultural arts were demonized; instead European music 
was taught in schools, which resulted in the marginalization of indigenous master 
musician-teachers. 
The Western formal education system mainly emphasized, reading, writing and 
numeracy, and teachers who were formally trained in the Western style of education were 
now given the charge of educating the young people who could afford to come to the new 
missionary schools.103 The new Western education system did not take into consideration 
any aspects of the indigenous education system; the teaching mechanisms of indigenous 
education were for the most part excluded from the new formal spaces.104 Formally 
trained teachers, who in most cases had very limited indigenous knowledge and skills, 
supplanted the indigenous master teachers. Since most master teachers had not gone 
through the new formal system of education, they were considered to be ignorant and 
uneducated.105 Only those who had gone through what was considered a proper formal 
training were allowed to continue teaching within the Western education system. The 
colonial system changed the way Africans perceived being “educated”, which was now 
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defined from a Western formal perspective. Today in Uganda a person who has not gone 
through the Western formal type of education is considered to be “uneducated” and in 
most cases marginalized. 
In 1924 the U.S. based Phelps-Stokes Commission visited Uganda to evaluate the 
type of educational system that was being offered by the European missionaries.106 The 
Commission discovered that the educational activities in the schools were not relevant to 
the cultural needs of the indigenous people after a thorough review of the existing 
curriculum.107 
The colonial government lacked concrete ideas and policies about African 
education, so they avoided providing the administrative oversight needed to run the 
educational system in Uganda. The responsibility of running the schools was therefore 
left in the hands of European missionaries who had their own Western style educational 
objectives. In this educational system, traditional African music was associated with 
witchcraft and devout Christians were dissuaded from participating in it. More and more 
young Ugandans started abandoning their own indigenous knowledge systems and this 
added to the marginalization of those who were guardians of these systems.108 
When Uganda gained independence in 1962, the government appointed The 
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Castle Education Commission (1963–1965) to assess the existing educational system. 
This Commission discovered that European missionaries still had major influence and 
control on Uganda’s education system. The Commission recommended that the 
government have a hand in the administration of schools across the country.109  
 
Western Music Education in Uganda 
Music education in most Western formal schools established by European 
missionaries emphasized a style of music teaching and learning that focused on Western 
music theory, music history, choral singing and sight-reading in solfege or staff notation. 
Since Europeans missionaries operated most of the formal schools, very little emphasis 
was placed on indigenous music education offerings such as traditional folk songs, 
teaching indigenous instrument playing, and indigenous dance performances. Teacher 
training schools did not prepare classroom teachers to teach indigenous music. The 
emphasis was mostly placed on teaching Western music history and theory that featured 
composers such as Monteverdi, Bach, Handel, Mozart and others; this meant that music 
performances were predominantly made up of Western choral and instrumental works by 
European composers. Proponents of indigenous music education who were allowed into 
formal schools to teach had to have received extensive Western musical training locally 
or abroad. One of the main channels through which indigenous music education started to 
slowly gain access into the formal school spaces was the schools music festivals 
                                                        






Indigenous music education was only brought into the formal school space after 
Uganda’s independence in 1962, and it remained as a co-curricular subject that was not 
taught as a mainstream classroom subject in most schools. There were a few schools such 
as Makerere College School and Gayaza High School, that offered music as a classroom 
subject, but their focus was mainly on Western music. 
The idea of the national schools’ music festivals began when a European 
missionary known as Reverend G.M. Duncan introduced the first annual Namirembe 
Church Music Festival in 1929. Reverend Duncan was then the music director at 
Namirembe Cathedral, and he started the festival as a way of attracting choirs from 
Anglican churches and schools across Uganda. The music performed at this festival was 
exclusively Western choral church music, and traditional indigenous music was not 
included. After Reverend Duncan passed away in 1936, the festival went into hiatus until 
it was revived in 1944 by Klaus P. Wachsmann who was at the time the curator of the 
Uganda National Museum. Even when Wachsmann revived the festival, very little room 
was made for traditional indigenous music until after Uganda gained independence in 
1962. At this time the annual music festival was taken over by the Inspector of Schools 
(music) Mr. G. Kakoma, who established the Uganda Music Festival. When the Uganda 
Music Festival later became the annual Uganda Schools Music Festival under the 
Ministry of Education and Sports, more traditional indigenous music items such as 
folksongs, folk dances and instrumental playing became part of the music festival. All 




and traditional indigenous music in their presentations. This national schools’ festival has 
continued for the most part as an annual event that takes place during a specified season 
(usually August-September) within the school calendar. Even though traditional 
indigenous music items were added to the festival, the indigenous master musician-
teachers who taught it were still kept on the periphery of the formal school spaces. The 
main reason why guardians of indigenous music were occasionally allowed into the 
formal school space was only because formally trained teachers did not have enough 
training and expertise in teaching traditional indigenous music. Most teacher training 
colleges tend to focus on grooming their trainees in Western style educational training 
while the teaching of indigenous music becomes secondary. In most of the formal 
schools, Ugandan children learned European songs, for example, “London Bridge is 
Falling Down,” which had no cultural reference, meaning or significance to their own 
cultural context. Most of the children could not relate to the subject matter in these songs, 
yet they were made to continuously learn English songs in every formal school setting.110 
All of this happened while their own indigenous songs were being left out or on many 
occasions being demonized and associated to satanic worship by European missionaries.   
Although Western musical practices and histories were promoted within the 
Ugandan formal school setting, at the expense of indigenous music education, indigenous 
music was sometimes taught in Western formal schools; this happened primarily during 
inter-house school festivals and national schools’ music festivals. During these inter-
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house school festivals students gathered in their specific schoolhouses and were trained in 
indigenous music by more experienced peers or music experts. For the national schools’ 
music festivals master musician-teachers would be hired to train the students in 
preparation for the competitive music festivals. The inter-house music festivals allowed 
the school to select exceptional students to represent the whole school at the national 
level.  Despite these concerts, it is mostly Western musical practices and histories that 
have been promoted in the Ugandan formal school setting at the expense of indigenous 
music education. 
 
Indigenous Music Education 
When the first European explorers arrived at the court of Kabaka Muteesa I in the 
1860s, they marveled at the exceptional level of organization that was already in place.111 
Music was one of the most organized and structured sectors within the kingdom, and 
music education in the Kabaka’s palace was setup as an apprentice system in which 
young men would be selected from various villages in Buganda, and brought into the 
palace to be trained as court musicians.  
The Kabaka’s palace was one of the most prestigious indigenous institutions in 
which Ganda cultural traditions were left to develop without much colonial interference. 
It is well known that the Kabaka maintained large and elaborate ensembles that included 
strings, wind instruments and percussion (drums and xylophones).112 This highly 
developed musical tradition of the Ganda people started attracting the attention of foreign 
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explorers and researchers, who flocked to the Kabaka’s palace wanting to learn about the 
rich music traditions of the Ganda people. At the time indigenous music was the music 
with which most people in Uganda understood and identified, especially since this music 
was at the core of most of their rituals and ceremonies. For example, most children came 
to school already familiar with the counting game songs such as “Kanemu, kanabbiri”113 
Music education in most African societies started in the homestead where early 
childhood music learning would begin. At this setting a child would learn music by 
observing adults (family members). The child would imitate what they observed from 
grandparents, parents, siblings and village experts during diverse performance settings 
that included singing, dancing and playing musical instruments. This early childhood 
music learning stage started with the African child hearing songs that their mother sang 
while they were still in utero. In her research Wilkins also affirmed that “fetuses between 
32 and 38 weeks gestation...were capable of remembering a learned music stimulus over 
several days.114 Throughout their infant years children would be hearing lullabies, game 
songs, functional songs, and work songs being performed by adults. Story telling in most 
societies in Uganda was accompanied with song. 
Music education involved learning songs within specified teaching contexts 
where youngsters would be taught about their whole cultural environment. By the time a 
young person reached their teen years they had acquired much musical knowledge 
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allowing them to actively participate in various musical performances. At this stage some 
youngsters who had surpassed the novice stage, would be selected to participate in the 
Kabaka’s apprenticeship program, especially if they demonstrated exceptional musical 
skills. Skilled master musician teachers, expert adults, normally run this apprenticeship 
within the village community. The youngster’s music education journey took them from 
being infant music learners, to novice learners in their elementary school years, and 
finally becoming music experts under the tutelage of an expert musician-teacher in an 
organized apprenticeship program within their village community. I designed a graphic to 
illustrate this process. (See figure 2.1). It was at this expert stage that some young adults 






Indigenous Music Education Cycle115 
	
Figure 2.1: Indigenous Music Education Cycle 
 
The concept of music education in most societies in Uganda called for the 
involvement of all members of the family, clan members and friends. It would take the 
whole village to train a child in all matters that pertained to music making. Children were 
taught specific activities through direct or indirect observations. The teaching and 
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learning of music traditionally began in the homestead, where adults would teach singing, 
dancing, proverbs and storytelling. Songs, games, rhymes, storytelling, idioms, proverbs 
and riddles were used in the indigenous music education system to make learning a 
memorable and enjoyable experience for young people. In this way students were taught 
the oral literature of their culture that allowed them to possess an assortment of 
knowledge that enhanced their performance abilities at communal village events.116  
Elders and peers also assisted parents and jointly provided the initial music 
education training for young people; however, as youngsters began to advance in musical 
knowledge and musical skill, their music education would be expanded from the 
homestead to the village community at large.  Experienced adults (master musicians) 
within their community would take young people who demonstrated exceptional abilities 
in musical learning up to the larger community, where they would be provided with more 
advanced knowledge and skills in indigenous music education such as instrumental 
performance and instrument making/repair. At this level students would also acquire 
advanced knowledge in indigenous songs, dances, poetry, storytelling and the proper 
cultural custom in which these were to be performed. For example, in the beginning 
stages of indigenous music education children would learn basic singing and dancing 
skills in Bakisimba-Muwoggola (a communal entertainment dance), and at the advanced 
level they would be introduced to Mbaga (a royal wedding dance) that also included 
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information on sex education.  
Expert adults with specialized music knowledge and technical skills were in 
charge of the advanced music education level. Not everyone had the aptitude for learning 
specialized music knowledge and technical skills, therefore, it was the exceptional 
students who would be selected to learn specific knowledge and technical skills such as 
the making and playing of xylophones or drums, under the tutelage of a specialist master 
musician-teacher.  
Indigenous music education was so specialized at the advanced level that not all 
young people would be taught every single module in music. For instance, in a 
Bakisimba drum ensemble, students would start off by learning how to keep the basic 
beat on a single beat drum known as empuunyi117 while singing along with the members 
of the chorus. Once the novice drummer showed signs of developing exceptional 
rhythmic skills, they would be introduced to other complex drum rhythms. As the student 
made progress within the drum ensemble they would make a rotation on all four 
drumming styles in the ensemble, and they would be deemed a master drummer ready to 
teach others within the community. 
Indigenous music education was based on a holistic perspective that addressed the 
teaching and learning of music using a cultural approach that integrated the musical arts 
such as singing, dancing, instrument playing, costume design, storytelling and axiomatic 
knowledge. 
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By the time children reached their adulthood years (eighteen years and above), 
they had enough musical knowledge and technical skills to be able participate in the 
customary activities of their community. Through this indigenous music education 
system young people were also able to acquire diverse technical skills at an early stage 
that enabled them to become builders and repairers of diverse musical instruments. 
Generally, a young person who was educated through this system would be expected to 
learn various musical skills that demonstrated their musical versatility with the goal of 
becoming a positive contributor within their community.118 
Learning within the indigenous music education system was a lifelong 
experience. People continued to acquire indigenous musical knowledge at different stages 
in life, as they continued to contribute to this system as master musician-teachers and 
active performing artists.  
Evaristo Muyinda, who was trained under the indigenous educational system 
described earlier, demonstrated exceptional musical skills within the Ganda community 
and became a master musician-teacher. The next chapter presents a detailed biographical 
discussion of Evaristo Muyinda’s life, career and contributions to music education in 
Uganda. 
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CHAPTER THREE: Muyinda’s Life, Career and Musical Contributions 
  
 
On May 24, 1966, the Uganda Army led by Idi Amin overran the Kabaka's palace 
in Mengo, forcing the Kabaka and his loyal subjects to flee. The Army took over the 
palace and destroyed everything that had been left behind.  All the royal instruments were 
burned and destroyed, which put an end to the Kabaka's prestigious musical traditions. 
Milton Obote declared himself the new executive President of Uganda and abolished the 
Buganda Kingdom as well as all existing Kingdoms in the entire country.119  
The Kabaka's court musicians who had survived the invasion went into hiding; 
those who were caught were sent to prison. Many of the records within the palace were 
completely destroyed and the Buganda Kingdom was in hiatus from 1966 until 1993 
when Kabaka Ronald Muwenda Mutebi was reinstated. This tumultuous period deeply 
affected the keeping of records within the Kabaka's palace and to date very few detailed 
records exist that can provide any historical data or artifacts that can be used to 
reconstruct any biographical information on any of the Kabaka's court musicians.  
Since Evaristo Muyinda's music career began in the Kabaka's palace, my hope 
was to obtain some information about him from the palace or other institutions. Upon 
making several inquiries, I discovered that there were no existing records on Muyinda 
that could be used to compile the current research. In the two decades that followed after 
the 1966 invasion of the Kabaka’s palace, Uganda was immersed in political turmoil that 
                                                        





was not conducive to any kind of scholarship; many of the historical records at several 
institutions where Muyinda had worked were destroyed through looting or careless 
storage. Most of the biographical information that has been compiled in this chapter was 
obtained using careful reconstructions of oral history gathered through formal interviews 
with informants who had closely interacted with Evaristo Muyinda during his lifetime or 
the few publications that currently exist. 
 
Early Childhood 
Evaristo Ntensibe Muyinda was born on June 2nd, 1916, in Nabbale village near 
Nakifuma—Mukono district.120 Muyinda’s father (Wasswa Sebudde Isaac 
Mukubamwiko), a builder in the Kabaka’s (King’s) palace, passed away when Muyinda 
was only two years old. According to Imelda Nalugooti (Mrs. Muyinda), Muyinda had 
shared a story of how his father had passed away when he was only two years old and his 
mother worked hard to send him to a Catholic mission school known then as Maria in 
Nakanyonyi village.121 At the mission school Muyinda was briefly taught some Western 
music where he played drums and trumpet in the school’s marching band. In 1933 
Muyinda was forced to drop out of formal school at the primary level (around 4th grade); 
he took an interest in woodwork and taught himself how to carve and build various 
objects. Muyinda eventually became an accomplished craftsman who earned a living by 
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making wooden slippers (emikalabanda), wooden mortars (ebinu) as well as developing 
his own musical instruments such as tube fiddles (endingidi) and 12-key xylophones 
(amadinda).122 This skill would later become is primary source of income whenever he 
was not on duty to serve at the Kabaka’s palace, since most of the court musicians only 
served at the palace on a part time basis as volunteers who were obliged to serve their 
Kabaka. 
As a young man Muyinda exhibited strong musical skills and he learned how to 
play various indigenous musical instruments; all his early musical training in indigenous 
Ganda music was attained outside the Western missionary school. Much of what he 
learned came from observing his older brothers, peers and other local musicians who 
were members of the traditional village ensemble.123 One of the first instruments 
Muyinda started playing at an early stage was the amadinda (xylophones), which he 
learned from Zinkayivu one of his friends from a nearby village in Bugereka-
Nakifuma.124 
At one-point Muyinda crafted a wooden cart that he used to fetch water and carry 
his peers around the village. One of the village elders was impressed with his skillfulness 
and wanted to meet with his mother. Due to Muyinda’s brilliance and creative skills, the 
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village elders recommended (to his mother) that the young Muyinda be sent to the 
Kabaka’s palace where he would become an apprentice in one of the Kabaka’s 
instrumental ensembles and develop his skill of building musical instruments. Imelda 
could not recall the specific year that her husband went to the Kabaka’s palace, but 
during their years together Muyinda always talked about the extensive period he had 
spent in the Kabaka’s service. Most of Muyinda’s contemporaries who were conversant 
with the specific dates he had spent at the Kabaka’s palace have all passed away;125 
however, a number of the informants I interviewed claimed that Muyinda must have 
consistently served as a court musician from 1939 to 1948. 
Since Muyinda was only able to obtain a very limited level of Western formal 
education, most of his early learning was through the indigenous education system. As 
explained earlier, Muyinda’s father had died early and his mother could not afford to 
send him to formal missionary schools. Muyinda’s exceptional craftmanship in carving 
various things in his home village is what led to his being discovered by the Kabaka’s 
representatives who invited him to join the Kabaka’s akadinda (xylophone) court 
ensemble. A relative who was connected to the Kabaka’s court first introduced Muyinda 
to the palace surroundings in 1935 as an apprentice to Yosiya Kyotayinza Mukasa (then 
the Kabaka’s chief court musician).126 
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Life in the Kabaka’s Palace 
As stated above, Muyinda joined the palace apprentice system in 1935. Centurio 
Balikoowa, one of Muyinda’s former students, affirms that Muyinda started studying the 
Kiganda xylophone tradition with the Kabaka’s chief xylophonist Yosiya Kyotayinza 
Mukasa in 1935.127 After four years of serving as an apprentice, Evaristo Muyinda was 
officially installed as a court musician serving in the akadinda ensemble; this was during 
the reign of Sir Edward Muteesa II who became king in 1939.128 
Very little is known about the specific occurrences concerning Muyinda’s life 
during his time of service at the Kabaka’s palace; however, Muyinda was a teenager 
(about 18 or 19 years old) when he began his service at the palace.  In the Kabaka’s 
palace Muyinda had the opportunity to hear various musical instruments and ensembles 
that were readily available to perform for the Kabaka. Although Muyinda was 
specifically assigned to the akadinda  (xylophone) group of musicians, he was also 
surrounded by some of the Kabaka’s exclusive ensembles such as the abalere ba Kabaka 
(the flute ensemble), entamiivu za Kabaka (the xylophone ensemble, amakondeere (horn 
ensemble), entenga (royal drum chimes).129 With such a rich musical environment 
Muyinda was able to master several instruments such as the ndere (flute), endingidi 
(tube-fiddle), endongo (bowl-lyre) and various Ganda drums that were at his disposal at 
the palace.  
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Anderson gave a detailed description of the akadinda and amadinda ensemble in 
the Kabaka’s palace. A young musician would always have to graduate from the village 
ensemble before being accepted into the Kabaka’s apprenticeship program and later 
installed as a full-fledged court musician.130 The Kabaka’s akadinda ensemble in which 
Muyinda served was responsible for performing music to entertain the Kabaka for a 
period of ten days every month—from the twentieth to the thirtieth day of every 
month.131 All together the Kabaka had seven (7) ensembles that performed music in the 
palace. Abakondeere were the king’s trumpeters and praise drummers; abadongo ba 
kabaka were the king’s lyres, flutists and fiddle players; abaleere ba kabaka was made 
up of six flute players and four drummers; the entamiivu ensemble was a small xylophone 
(12-keys) and drum group; entenga was a set of 12 drum chimes; the akadinda ensemble 
was the largest xylophone in the palace with 22-keys.132 Each one of the Kabaka’s special 
ensembles listed above was assigned specific duties, and the akadinda group that 
Muyinda belonged to was responsible for playing music for the Kabaka and his special 
guests. Whenever this six-man xylophone ensemble performed their music neighboring 
villages would be informed that the Kabaka was in residence. At times the akadinda 
ensemble was also sent by the Kabaka as a musical postcard to go out and perform for 
someone who had found special favor with the king.133 On special occasions such as 
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coronations, anniversary celebrations, or when special dignitaries visited the palace all 
seven ensembles were called upon to entertain the Kabaka, royals, chiefs and special 
guests. Muyinda served in the Kabaka’s akadinda ensemble from 1939 to 1948; his 
career took an unexpected turn when the newly appointed Curator of the Uganda 
Museum Klaus Wachsmann offered him a position as a music demonstrator at the 
Museum.134 Wachsmann had first met Muyinda at the Kabaka’s palace when he went to 
do a recording of the different court ensembles. He had carried out extensive 
ethnographic recordings of diverse instruments in the Uganda Protectorate and wanted to 
setup a live show that featured indigenous musicians performing on instruments that were 
displayed at the museum.135  
 
Muyinda’s Career at The Uganda Museum 
Muyinda’s career as a musician started when he joined the Kabaka’s akadinda 
ensemble; however, his professional exposure did not fully begin until he started working 
as Wachsmann’s assistant at the Uganda Museum in 1948. At the museum Muyinda had 
a larger and more diverse audience on a daily basis. In the palace enclosure the royal 
musicians were strictly confined to entertainment and courtly duties for the Kabaka, his 
royal audience and any special guests that came to visit the palace.136 
Muyinda’s new position at the Uganda Museum involved demonstrating 
indigenous Ganda music for the guests who regularly came to tour the museum and enjoy 
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the live performances. During this time Uganda was under British colonial rule and many 
of the guests at the Museum were mostly curious Europeans who were on an excursion to 
learn about indigenous culture. Muyinda’s museum position also connected him to the 
highest institution of learning Makerere University;137 whenever Wachsmann was invited 
to give lectures at the university Muyinda would join him to demonstrate and play 
indigenous Ganda music.138  
Muyinda’s career at the Uganda Museum also opened new opportunities for him 
to be involved with research and scholarship. As Wachsmann’s research assistant 
Muyinda travelled with the Museum’s curator around the country and East Africa at 
large, and they compiled ethnographic recordings of various indigenous musical 
instruments of Uganda.139 With the diverse collection of instruments at Muyinda’s 
disposal, his professional career at the Museum grew tremendously because he was able 
to learn some of the instruments that he never got a chance to play while at the Kabaka’s 
palace. Wachsmann encouraged Muyinda to grow professionally by pushing him to learn 
new instruments such as the ennanga (Ganda harp).140 At the Uganda Museum Muyinda 
was also the lead musician who was responsible for recruiting and assembling other 
musicians to carry out several solo and ensemble performances. Albert Ssempeke and his 
brother Ludovico Sserwanga always gave credit to Muyinda as the person who sought 
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them out and brought them to serve at the museum.141 
Muyinda’s career at the Uganda Museum spanned almost four decades from 1948 
to 1984, which allowed him to develop a number of innovative musical ideas that 
influenced how indigenous Ganda music was practiced outside the Kabaka’s court. 
Muyinda played a crucial role in keeping indigenous Ganda musical traditions alive since 
music at the Kabaka’s palace had ended in 1966; most court musicians could no longer 
continue with the Kabaka’s exclusive court ensembles because all kingdoms and their 
respective institutions had been abolished by Prime Minister Milton Obote.142 Muyinda 
therefore gathered other court musicians at the museum and together they were able to 
continue teaching Ganda indigenous musical arts to local students and foreigners who 
came to study with Muyinda.  
His career as a teacher and promoter of indigenous Ganda musical arts flourished 
at the Uganda Museum and many of his contributions to the teaching and learning of 
indigenous Ganda music in schools were realized during the early 1950s up until the mid-
1980s. A number of schools would bring their students to the Uganda Museum to watch 
Muyinda perform and to take music lessons from him on diverse indigenous instruments. 
Many of the schools would later invite Muyinda to go and teach at their schools 
especially during the national schools’ festival season.143 
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Muyinda’s Teaching Career 
Muyinda’s expertise in crafting different things landed him a teaching position at 
Kitovu Boys’ Technical School in 1950, where he taught students the art of making and 
playing musical instruments. Around 1954 Muyinda also found time to go back to his 
home village in Nabbale where he continued teaching indigenous Ganda music to young 
people and to develop the Muyinda Ensemble.144 This village ensemble later became 
Muyinda’s own performing group, being invited to perform at several occasions such as 
weddings; the Muyinda Ensemble was featured as one of the best performing groups by 
the Uganda Broadcasting Service (UBS). The now defunct UBS made and disseminated 
several recordings of Muyinda and his ensemble; this media exposure made Muyinda a 
prominent figure nationally and allowed more people to listen to Muyinda’s music across 
the nation. Before and after every news broadcast one would hear Muyinda performing 
songs such as Ssematimba ne Kikwabanga (a song about two historical war figures).  
From 1959 to 1962 Muyinda served at the Agricultural Center for the Blind in 
Salaama (on the outskirts of Kampala, South of Mukono), which was all part of the 
Uganda Foundation for the Blind.145 The foundation also had a center in Kireka for 
handcrafts, however Muyinda did not teach there regularly; his primary teaching duties 
were in Salaama. Muyinda made a number of musical instruments at this school that were 
used there for a very long time. Muyinda continued teaching at this School for the Blind 
while he maintained his position at the Uganda Museum as the music 
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Muyinda’s teaching career spanned from the late 1950s up until his death in 1993. 
Muyinda continued teaching indigenous Ganda musical arts because he strongly believed 
that was the only way it was going to survive extinction.146 The highlights of his teaching 
career brought him to higher institutions of learning such as Makerere University, 
Kyambogo University (formerly known as the National Teachers College), and Ggaba 
Teacher Training College; secondary schools such as Gayaza High School, Makerere 
College School, Lubiri Senior Secondary School, Nabisunsa Girls, and Namagunga Girls; 
primary schools such as St. Paul’s School Kitagobwa, Nakanyonyi Primary School, 
Bulinda Primary School, and Gayaza Kadongo Primary School.147 Most of these schools 
also brought their students to the Uganda Museum to receive private lessons from 
Muyinda. While working at the museum Muyinda also created a group that traveled and 
performed at several community centers, among them the Mengo social center.148 
Peter Cooke provided a brief summary of Muyinda’s career: 
Evaristo Muyinda was the chief inspiration for the concept of mixed 
ensembles; he became a key figure in the musical life of the country 
during his varied career as a palace musician, a research assistant in a 
government sponsored survey of music in Uganda, a chief musician in the 
widely travelled National Ensemble (where he was credited with inventing 
the 'Kiganda orchestra'), a demonstrator in the music gallery of the 
Uganda Museum and an instructor in traditional music at several large 
secondary schools.149 
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Muyinda was also a teacher and mentor for other Western scholars (Kubik, Anderson and 
Cooke) who carried out their research work in Uganda. 
Heart Beat of Africa Years 
The Heartbeat of Africa (HBA) was a group that became popular in the 1960s and 
the 1970s. This was a national cultural troupe that was created soon after Uganda gained 
independence from the British, as a way of bringing together and promoting indigenous 
music cultural arts of Uganda on a unified cultural front. Evaristo Muyinda’s idea of 
combining diverse musical instruments into an indigenous orchestra was already popular 
and it served as a template that the Ministry of Culture used to bring several indigenous 
master musicians from around the country to perform together. Muyinda was given the 
chief musician’s role within the Heartbeat of Africa150, and he led the group to several 
performance tours around the world. The group travelled to several African countries, 
Europe, Asia and North America displaying Uganda’s culture on a global platform.  
The HBA also created a cultural platform that allowed people from diverse tribes 
within Uganda to share their tribal musical arts with each other; for instance, instruments 
from northern Uganda became popular in the central region and vice versus. The group 
lasted a little over a decade becoming a major cultural institution that portrayed a more 
positive picture of the nation during a period of tumultuous political rule. As a chief 
musician in the national ensemble Muyinda was responsible for directing and training all 
the indigenous musicians within the group about the music cultural arts of Buganda. It 
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was at this time that Muyinda became a popular national figure as the group made 
performance tours around the country.151 
Musical Contributions 
As a former court musician in the Kabaka’s akadinda ensemble Muyinda 
popularized indigenous Ganda music by taking it from a more closed palace environment 
to public spaces, the Uganda Museum, the national theatre, and several communities 
around the country and abroad. Uganda was faced with political turmoil that started in 
1966 and lasted till 1986. During these two decades several cultural institutions almost 
became extinct; for instance, when court music in the Kabaka’s palace was in hiatus 
Muyinda was one of the few musicians that continued to perform it outside the palace. 
Muyinda’s presence at the Uganda Museum kept the sound of the Kabaka’s court music 
alive, whereby he gathered other former court musicians at the museum and continued 
performing and teaching Ganda music.152 School age children were able to learn 
authentic indigenous Ganda music by going to the Uganda Museum. It was Muyinda’s 
love and enthusiasm that kept indigenous Ganda musical arts alive.153 Throughout his 
entire life, Muyinda made sure that young people who came to him learned about their 
own music culture as opposed to Western music that was beginning to replace indigenous 
music during colonial rule. Muyinda on many occasions offered lessons to most of the 
young students without charge and he used every opportunity to perform and teach 
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anyone that took an interest in Ganda music. 
Historically there are some musical practices that were exclusive to the Kabaka’s 
palace enclosure and never heard outside. For instance, the akadinda and amadinda 
traditions were brought outside the palace and made popular by Muyinda’s efforts as an 
expert teacher and performer of these two xylophone traditions. Muyinda obtained 
special permission from the Kabaka in order to start teaching xylophone music outside 
the palace.154 On an international level, Muyinda also popularized the akadinda and 
amadinda traditions through his teachings, performances and musical recordings in 
several countries.  
Muyinda’s distinctive contributions were the creative original compositions that 
he made. This began to crystalize between 1961 and 1962, in the form of his traditional 
Kiganda orchestra. Muyinda is considered to be the inventor of the Kiganda orchestra, an 
indigenous ensemble that combines diverse musical instruments into one joint 
performance group.155 Muyinda was perhaps influenced by the Western orchestra idea, so 
he wanted to create something within the Ganda cultural context,156 which united all the 
instruments of Uganda in one joint ensemble. Muyinda also created what he called ‘the 
Evaristo Muyinda Kiganda orchestra’, which incorporated standard Ganda drums that 
were normally used in the mbaga (marriage ceremony) dance such as the mbutu,(main 
rhythm drum) mpuunyi,(steady beat drum), engalabi (long rhythm drum) and others. 
Muyinda had begun giving concerts locally and around the world from around 1961 
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Muyinda is also credited with devising a notational system made of Arabic 
numbers that is currently used to number the xylophones and for compositional purposes. 
This notational system in its developed state has been continuously used in 
ethnomusicological studies.158  Since indigenous Ganda music has no specialized 
notational system, this cipher notation (see examples in next chapter) was very useful to 
Muyinda’s students such as Kubik who was able to write down several xylophone songs 
while studying with Muyinda.159  
Muyinda is also credited with influencing the scientific studies of indigenous 
Ganda music through his extensive work as Wachsmann’s research assistant as well as 
teaching diverse indigenous instruments to several foreign students such as Gerhard 
Kubik, Lois Anderson and others. These foreign students went on to publish books and 
articles that have been cited by several scholars.160 
Another attribution to Muyinda’s name is that he was an avid promoter of 
indigenous Ganda musical arts. Throughout his lifetime Muyinda worked to ensure that 
the younger generation was given detailed information about indigenous music and he 
setup a school for young people in his community where he offered free music lessons. 
Once Muyinda realized that he was one of the last court musicians and guardians of 
indigenous Ganda music traditions, transmitting indigenous knowledge became his 
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primary goal as a means of preserving the Ganda musical heritage.161 Muyinda’s dream 
and desire was to build a youth cultural center that would serve as a training and research 
center where students would learn the art of building and playing indigenous musical 
instruments.162 
Perhaps one of Muyinda’s most memorable contributions was his role as a teacher 
of diverse groups of students. Muyinda is most remembered for having been one of the 
founding music teachers at the Salama Rural Training Center for the Blind (Salama 
School for the Blind) during the late 1950s and early 1960s. At this school Muyinda 
taught mainly the akadinda and amadinda (xylophone) performance tradition as well as 
other indigenous musical instruments. Muyinda also taught at several other schools in 
Uganda whenever he was invited. 
Muyinda was one of the founding members and directors of the former Heart Beat 
of Africa; this cultural troupe became popular during a time when Uganda was facing 
immense political turmoil and uncertainties. Muyinda played a major role in keeping this 
cultural troupe alive and leading them on several performance tours during Milton 
Obote’s and Idi Amin’s regime in the 1960s and 1970s. When the HBA dissolved in the 
mid-1970s, Muyinda continued performing indigenous music with his own Muyinda 
Ensemble.163 
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This chapter briefly discussed the life, career and musical contributions of Evaristo 
Muyinda from 1939–1993. There are many innovations that Muyinda is remembered for 
that will be discussed in the following chapters. In all the institutions in which Muyinda 
worked the Kabaka’s palace, the Uganda Museum, and schools and colleges, he 
influenced both music education and ethnomusicology in and outside Uganda. The next 
chapter feature Muyinda’s work in music education in Uganda, and the work he did with 





MUYINDA’S WORK IN MUSIC EDUCATION 
 
In the late 1940s, Muyinda started working at the Uganda Museum as a music 
demonstrator and research assistant with Klaus Wachsmann. This new position gave him 
access to larger audiences, including school-aged children. Many schools would bring 
their students to the museum to listen to Muyinda perform indigenous Ganda music as 
well as learn different musical instruments from the master musician. Muyinda’s role as 
an indigenous music educator began here and he was soon invited to go to schools and 
colleges to teach. Muyinda’s station at the Uganda Museum also gave him access to 
meeting a number of foreign and local students who came to study with him including 
Gerhard Kubik, Joseph Kyagambiddwa and Lois Anderson.164 This chapter focuses on 
Muyinda’s role as an indigenous music educator, how he influenced music education in 
Uganda, and how his life as a music educator was marginalized even with his many 
contributions to music education and ethnomusicology.  
 Muyinda’s contribution in music education is displayed through his interactions 
as a teacher of indigenous Ganda music with various individuals whose descriptive 
stories provide a clear picture of his pedagogical style, innovative ideas and his approach 
to the art of performing indigenous Ganda music. The stories of key informants 
(Anderson, Balikoowa, Kubik, Kibuyaga, Kiyaga and Mukalazi) who studied with 
Muyinda provide the depth of their personal experiences.  
                                                        




Historical context: The World and Uganda in the 1950s 
 In the 1950s Uganda experienced social and political tension whereby the whole 
country showed signs of political transition from colonial rule to indigenous self-
governance. The first political party, the Uganda National Congress (UNC), was formed 
in 1952 in Buganda and started to push for independence.165 One major political event 
that took place during this period and created tension throughout the country, especially 
in the central region of Buganda, was the deposition and deportation of Kabaka Muteesa 
II on November 30th, 1953.166 
 The Kabaka was deported to Britain for breaching the 1900 agreement, which 
required him to cooperate with the British Colonial (Protectorate) Government. The 
deportation of the Kabaka led to the whole of Buganda going into a season of mourning; 
the political opinion of the Ganda people steadily hardened towards the British colonial 
government in favor of their Kabaka167. The Kabaka’s court musicians’ political response 
to all of this was their refusal to play any traditional court music while their Kabaka was 
exiled.168 At this time Muyinda concentrated on his work at the Uganda Museum and his 
teaching job at the School for the Blind in Salaama. The Kabaka eventually came back 
from exile on October 17th, 1955 and was received amidst triumphant musical jubilations 
by his royal court musicians upon his return.169 Other political parties emerged after this; 
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the Democratic Party (DP) was formed in 1954, and Milton Obote founded the Uganda 
People’s Congress (UPC) IN 1959. All this set the stage for Uganda’s independence from 
British rule in October 1962, but it also created continued political tensions that led to the 
overthrowing of Kabaka Muteesa II in May 1966, and later the dissolvement of all 
kingdoms in Uganda by then Prime Minister Milton Obote in 1967.170 This seed of 
political tension and turmoil in Uganda continued on from the 1960s to the mid-1980s, 
which affected the social and economic environment in Uganda. This was the backdrop 
of Muyinda’s world, yet he continued to teach and perform indigenous Ganda music in 
and outside Uganda throughout this tumultuous political period.  
 In the 1950s Makerere College was established as a University in special 
relationship with the University of London. Makerere University was now able to offer 
both academic and professional courses that led to the conferring of degrees from the 
University of London.171 A few indigenous people who graduated during this period were 
proud of the international recognition of their qualifications because this guaranteed them 
high positions in the colonial civil service.172 Those with Western (British) formal 
education were continuously being recognized and placed in positions of power, while 
the ‘uneducated’ were continually marginalized by a system that had been setup by 
British colonial rule. Muyinda continued to thrive in this marginalized environment due 
to his prodigious knowledge in traditional Ganda music. Although he was not formally 
trained there were a few people who recognized his skill and invited him into various 
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Muyinda and Ganda Music: 
Teaching Gerhard Kubik 
In 1959, Gerhard Kubik as a young student, travelled to Uganda having been 
inspired by Joseph Kyagambiddwa’s book, African Music from the Source of the Nile.173 
He had read about the akadinda music tradition in this book, and he determined to travel 
to Uganda to find out more about this Ganda court music tradition. Kubik hitch-hiked all 
the way from Europe through Egypt and Sudan to study indigenous Ganda court music, 
particularly harp and xylophone playing. Kubik already immersed in jazz music 
performance, wanted to learn more about the Ganda music tradition from one of the 
Kabaka’s court musicians Evaristo Muyinda.  
Upon arriving in Uganda, Kubik went to a European Catholic priest who worked 
at Namagunga Girls School (outside Kampala); it was this priest who directed him to 
meet Muyinda at the Uganda Museum.174 When Muyinda and others at the Museum 
heard about his long journey, they became interested in his search.175 At the time Mr. 
Merrick Posnansky was the director of the Uganda Museum and Kubik sought his 
permission to study music with Evaristo Muyinda. Kubik’s initial encounter with 
Evaristo Muyinda was at the Uganda Museum in November 1959; Kubik stated 
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“Muyinda gave me a characteristic look, which I remember very well, by tilting his head 
on one side as if examining my abilities for learning the music”.176 
Later Muyinda did agree to offer me music lessons, however, the 
master musician suggested that as a new student I should start with 
learning the amadinda (xylophones) instead of the ennanga (harp), which 
was my original interest. From my own observations I found Muyinda was 
generally very accepting of all types of students. All the teaching that 
Muyinda offered was free; there was no remuneration involved at all.177 
Muyinda also had indigenous students from Busoga that also received free 
music lessons from the master musician who mainly relied on his salary 
from the Uganda Museum and the Uganda Foundation for the Blind. 
I was the very first European student that came to study with 
Muyinda; soon after several other students started coming for lessons. I 
integrated within the culture of Buganda and learned quickly that the 
Baganda were a very polite and respectful society; however, I was 
appalled at some of the impolite and disrespectful behaviors portrayed by 
some of the European students who came to study with Muyinda. Some of 
these students treated Muyinda as a subordinate rather than a master music 
teacher.178 
 
Muyinda’s English Language Barrier 
Kubik and Muyinda’s very first encounter was in a formal institutional setting at 
the Uganda Museum, where Evaristo Muyinda was a salaried employee working as a 
music demonstrator.179 Since Muyinda was not quite fluent with the English language, he 
was on several occasions passed over by his European superiors in favor of indigenous 
music demonstrators such as Albert Ssempeke who was frequently invited to teach at 
various formal institutions in the United States of America and the United Kingdom 
because he spoke English fairly well. Evaristo Muyinda was not accepted in the same 
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manner mainly due to his limitations in speaking the English language.180 Kubik stated 
“as a revolutionary person I was able to go against the establishment and worked with 
Muyinda without focusing on his English language deficiency, Muyinda and I found a 
common way of establishing communication.”181 Muyinda did not have to teach in 
English for his students to understand what he was teaching; he always had a way of 
using the Ganda language, which enabled all his students to understand what was being 
taught. It was only people who were so much rooted in the western culture that had a 
problem understanding Muyinda. Kubik further explained: 
I had to more or less run away from the western culture in order to 
immerse myself in what I was trying to learn from Muyinda. Evaristo 
Muyinda did not get many opportunities to teach his musical knowledge 
overseas as compared to Albert Ssempeke who was always invited by 
world scholars such as Peter Cooke in Scotland, and Klaus Wachsmann in 
the United States. At one time a decision had to be made whether Klaus 
Wachsmann would invite Muyinda or Ssempeke to UCLA. In the end 
Ssempeke was chosen solely because Muyinda could not speak English 
fluently. However, on several occasions when Muyinda travelled to 
Germany the English language barrier was not at all considered an 
important issue. Since German was the main language spoken there, 
English was for the most part secondary. In Germany Muyinda was 
allowed to freely express himself in his indigenous Ganda language and 
foreign students from Buganda living in Germany were always called 
upon to translate.182 
 
In contrast to the previously mentioned language barrier experiences, whenever 
Muyinda was in Germany he was known to interact with the local people in a more 
theoretical manner and not so much in the practical manner of teaching them to play the 
amadinda. Muyinda constructed a new amadinda set while he visited Germany, and he 
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drew the attention of many young German students who took great interest in working 
with the aging master musician teacher learning to construct xylophones. It was during 
these sessions that Muyinda would explain the theory of building the amadinda. In 
Germany, the master musician teacher was a guest musicology lecturer who expressed 
himself in Luganda with the help of a translator.183 
In 1983 and 1987, Muyinda was honored with a title of “grand old man” (a 
master musician) from Buganda who was well versed with the Ganda musical traditions 
that had almost been destroyed during decades of political turmoil in Uganda. The main 
purpose of Muyinda’s visit to Germany at the time was not to serve as a music instructor 
but as a carrier/guardian of an important musical tradition.”184 During Muyinda’s last 
visits to Germany he was received and accepted in his rightful caliber as a master 
musician or a musical elder, far more than he had been recognized before while working 
at the Uganda Museum or other formal institutions.185  
While Kubik was studying with Muyinda in the 1960s, he received an invitation 
to give lectures at Makerere University, but he would only accept the invitation on 
condition that these lectures were given as a joint collaboration with his indigenous music 
teacher. The two gave lectures in one of the big university halls, where Muyinda lectured 
in Luganda, and Kubik in English. At these lectures Muyinda mainly explained the 
technique of playing amadinda (xylophones), endongo (the Lyre) and endere (the 
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indigenous flute).186 At one time when Peter Cooke was trying to save the tradition of the 
entenga (the king’s royal chime drums) and akadinda (xylophones) at Kyambogo 
Teachers Training College in the late 1960s, he invited Muyinda to teach there as well.187 
Kubik’s publications that came from his experience studying with Muyinda had quite an 
influence on Western music scholarship, especially in the field of ethnomusicology and 
music education. Many of Muyinda’s musical performances were recorded and archived 
at the British Library, where they are accessible to researchers around the world. In 
addition, Kubik and other scholars published over fifteen articles in which they cited 
various music theories taught by Muyinda.188  Kubik’s career as a cultural anthropologist 
and ethnomusicologist can be attributed to the early Ganda music teachings he received 
from Muyinda. 
The fact that Kubik sought practical lessons from an African musician teacher 
raised eyebrows as well as interest; it seemed that suddenly several people were studying 
indigenous African music, which was becoming a fashionable thing in the Western 
world.189 Western scholars started coming to Africa to study with African musicians, 
which had previously not been the case. With the exception of a few Europeans such as 
A.M Jones who was learning African drumming in the confines of a missionary station, 
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Kubik said he did not learn any of the Ganda indigenous music traditions from European 
missionaries.190  
After the publication of Kubik’s first journal article in 1960191, a new trend in 
musicology emerged. Western scholars such as Andrew Tracey started to learn the mbira 
(thumb-played idiophone) in Zimbabwe. It was also after this that Klaus Wachsmann sent 
Lois Anderson to Buganda to study with Evaristo Muyinda. Kubik explains that many 
Western students got to know about Muyinda’s growing reputation as a teacher of 
indigenous Ganda music and his availability; word travelled fast that Muyinda was freely 
accepting students.192  
As Muyinda’s reputation became more well-known from 1966 onwards, he was 
also invited to teach at several other institutions such as Kyambogo Teacher College; 
however, the professors and administrators were not always enthusiastic about accepting 
Muyinda or the teaching of indigenous music in their formal spaces. In the early 1960s, 
those who were in power at these institutions mainly saw Muyinda as a music 
demonstrator. When students such as Lois Anderson came to Uganda upon Klaus 
Wachsmann’s recommendation, she studied with Evaristo Muyinda at the Uganda 
Museum in the same learning setting as Kubik.193 
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Teaching Lois Anderson 
Lois Anderson went to Uganda in 1964, as an ethnomusicology research student 
at UCLA to study the akadinda xylophone tradition with Evaristo Muyinda. Anderson’s 
first interaction with Muyinda was at the Uganda National Museum, where he had been 
working since Klaus Wachsmann’s administration as curator in 1948. Anderson studied 
with Muyinda consistently for three months in 1964 and with the royal court musicians 
thereafter; at the conclusion of her research Anderson returned to UCLA. 
Part of Anderson’s initial inspiration to study Ganda xylophone music may have 
come from Kubik’s 1960 article. Anderson stated: 
In an article called “The Structure of Kiganda Xylophone Music,” 
which was written by Gerhard Kubik and which appeared in the Journal of 
the African Music Society in 1960, I was struck by the similarities in the 
playing techniques of Kiganda xylophone music and Balinese xylophone 
music, which I was at that time studying as a member of the Balinese 
gamelan study group at the Institute of Ethno- musicology at the 
University of California, Los Angeles.194 
 
When asked about her recollections about the life and career of Evaristo Muyinda, 
Anderson said:  
Muyinda was a great teacher of music who primarily taught 
xylophones (akadinda and amadinda tradition), as well as other 
instruments such as endingidi, endongo, and ennanga. The time I knew 
him he mainly taught music to students who came to meet him at the 
National Museum. Muyinda also taught at Makerere College School when 
Dr. David Cooke was there.195 
 
Anderson’s primary interaction with Muyinda was that of student and teacher, 
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whereby she went daily to receive xylophone lessons at the museum or at his home in 
Kanyanya. Anderson stated “at the time Muyinda was treated respectably as a renowned 
teacher of Ganda music traditions. Wachsmann had always hired several indigenous 
musicians to work at the Uganda National Museum primarily as musicians and when 
there were no visitors they would also serve as janitors or security guards.”196 The 
practice of reassigning indigenous people, such as master musicians, to menial duties was 
a common practice during the colonial era and it may have set the stage for such 
marginalization even into post-colonial Uganda. In the Western world it is quite unusual 
to find a teacher of music being reassigned to serve as a janitor or security guard 
whenever they were not involved with their primary duties. The master musician’s 
undefined job description meant that they could be called upon to do anything their 
colonial employer required of them.  
It was in formal spaces that Anderson primarily worked with Mr. Muyinda at the 
Uganda Museum, Makerere College School and the Uganda National Theatre. Anderson 
said “Muyinda was mostly stationed at the Uganda National Museum when I met him 
and occasionally he was enlisted to teach Ganda traditional music at Makerere College 
School after school hours when the students were getting ready for the National Schools 
Music Festivals.”197 
When asked about the aspects of indigenous Ganda music that could be attributed 
to Muyinda, Anderson said: 
                                                        






Muyinda can be credited for teaching akadinda and amadinda 
xylophone tradition as well as assisting several researchers with their 
work; Klaus Wachsmann benefited greatly from Mr. Muyinda’s assistance 
during his country-wide research tour on Ugandan music.198 
 
Anderson recognized Muyinda as an expert teacher of Ganda music to so many 
foreign and local students. In discussing Muyinda as a renowned teacher of Ganda music 
and a contributor to music education in Uganda Anderson stated, “One thing I know 
about Muyinda is that he taught me and many others; students from local schools visited 
him at the National Museum and he taught them music… Muyinda was treated as a 
respected musician who was an expert at the akadinda and amadinda tradition of the 
Baganda.”199  
When asked how indigenous musician-teachers were perceived and treated within 
the Ugandan society during the period in which she studied with Muyinda, Anderson 
stated, “When I was in Uganda they were treated with much respect; for instance they 
would be brought in to teach students about traditional music after school hours at 
Makerere College School when Peter Cooke was in charge of the music program 
there.”200 Anderson’s statement does not explain the manner in which indigenous master 
musician teachers were respected when they came into formal spaces to teach.  
Information obtained from Anderson corroborates Kubik’s comments.201 Since 
both Anderson and Kubik spoke about Muyinda as a teacher of akadinda and amadinda 
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xylophone traditions, the nature of this xylophone tradition and Muyinda’s teaching 
methodology are described in the following section. 
Teaching the Amadinda and Akadinda Traditions 
The akadinda and amadinda are two xylophone playing methods commonly used 
among the Ganda people of Buganda. Evaristo Muyinda was among the very first 
indigenous Ganda music teachers to teach these two traditions outside the Kabaka’s 
palace. Two informants and former students of Muyinda (Kubik and Anderson) spoke at 
length about their xylophone learning experiences. This section focuses on the nature of 
the akadinda and amadinda traditions and Muyinda’s method of teaching these traditions 
to his students.  
Kubik describes the manner in which Muyinda taught him the art of xylophone 
playing as follows: 
My Muganda teacher took great care that I beat the [xylophone] 
keys in a manner which gives the best sound to them, and that I kept my 
hands perfectly pliable, when moving in five-keys-distance (parallel 
octaves) over the keyboard. The arms should be kept as still as possible. 
The sticks in the hands should derive their movement mainly from the 
wrist and not by moving the arms.202 
 
Muyinda always explained the xylophone playing technique to his students before 
proceeding with the details of teaching them the individual parts that make up the 
akadinda and amadinda styles. Just like an instrumental teacher in the Western world 
emphasizes posture and technique, Muyinda did the same. 
In his teaching method Muyinda had specific terminology that he used to explain 
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good and bad xylophone playing which Kubik describes below: 
Okubwatula: playing the xylophones in an explosive manner, which is generally 
considered to be a poor technique of xylophone playing. This way of playing 
involves striking the xylophone keys on the surface with the tip of the stick.  
 
Okugugumula: striking the xylophone keys at the end with so much force and 
stiffness in the hands. Okugugumula literally means to cause things to abruptly 
disperse at once in all directions. This kind of playing produces unpleasant 
startling sounds to the ears of the listeners. 
 
Okuyiwa: an irregular way of playing. This way of playing entails a novice 
xylophone player losing rhythmic fluidity by becoming slower or faster during the 
performance. 
  
Okwokya: playing in a fiery and hasty manner.  
 
Okukekemya: playing in a manner that produces unpleasant and uncharacteristic 
intonations. It is generally a poor technique of striking the xylophone keys.  
Some of the most desired ways of playing the amadinda include okusengejja, 
which literally means sifting things out or playing with clarity. Muyinda 
demonstrated okusengejja, by playing the xylophones in a soft and even manner. 
Okudaliza: is playing with a strongly accentuated technique, whereby one note is 
suddenly struck with great emphasis. This manner of playing normally signifies 
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Both xylophone traditions listed above use an interlocking method of playing 
whereby two musicians sit on opposite ends of each other and alternately play the same 
keys with one of the performer’s musical patterns falling slightly in between the other 
performer’s musical patterns.204  
In the amadinda tradition the scope of the omunazi musician and that of the 
omwawuzi musician are like mirror images of each other. The two players sit exactly 
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opposite each other and the range of each of their hands covers the same five notes as the 
hands of the player opposite them. Amadinda playing uses basic isorhythmic patterns that 
consist of a series of equal length musical notes. The third musician (omukoonezi) does 
not use the interlocking method because his role is to pick out and play all the lowest 
notes of the whole music structure that are derived from the interlocking basic parts of 
the two interlocking players.205 According to Kubik, Muyinda explained the omukoonezi 
player's technique as one who listens to the entengezi (two lowest sounding keys) and 
plays the pattern that he hears.206  
In the akadinda tradition there are about three to six performers. I will explain this 
performance style using the five performers example to clarify the nature of this 
xylophone tradition. The two lead players (omunazi 1 and omunazi 2) usually play 
against three players (omwawuzi 1, 2 and 3).  In this tradition the performers also use the 
interlocking method of playing as seen in amadinda; here the two abawuzi interlock their 
pitches in between the musical pattern that the omunazi is playing and use interlocking 
parts that are obliquely shifted against each other.207 
Muyinda started by teaching Kubik the amadinda twelve-key xylophone tradition. 
Kubik explained:  
Muyinda asked me to constantly repeat a series of identical 
intervals, which he called okunaga. I thought I would find what I was 
learning about in books in form of formulas and complex rhythms. In the 
back of my mind I continued to wonder if Muyinda was teaching me "the 
real thing". For me the okunaga part seemed too simple, even simpler than 
the rhythms of European music. Eventually, I learned the parts 
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meticulously using two mallets that played in parallel motion using 
intervals that Muyinda called myanjo; based on my Western musical 
training I was led to consider these intervals as "octaves".208  
 
Anderson specifically studied akadinda-amadinda xylophone tradition with 
Muyinda and would later spend some time studying with the Kabaka’s musicians in the 
Lubiri (royal palace). In describing the specific nature of her studies with Muyinda 
Anderson said: 
Muyinda would start off by teaching me a single part of the 
akadinda style, which he would ask me to repeat until I would master it. 
Muyinda would then come in and perform with me a different part, which 
he would interlock with my part to ensure that I had learned my part well. 
After I had mastered my part well he would then switch me to another 
part. During my xylophone learning experience with Muyinda I learned 
okunaga (starting part), okwawula (dividing part), and okukoonera (the 
knocking or tapping part).209 
Muyinda did not speak fluent English like many of his students did. According to 
Kubik, they used a mixture of Swahili, Luganda and English languages, but they kept it at 
a very basic level of greetings such as “Osiibye otyano Ssebo” (“How are you doing 
today Sir?”).210 Since their communication was mainly centered on musical things, their 
conversation somehow managed to flow without a problem.  
According to Kubik, Muyinda always emphasized that whenever his students 
played the amadinda they had to use a gentler playing technique (okusengejja) as 
opposed to the okubwatula, which is an explosive playing technique. It was such 
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terminology that Kubik always held onto and used frequently during his learning 
experience with Muyinda. Kubik said: 
Muyinda would readily correct me whenever my playing was 
falling apart (okuyiwa). In essence there was an indigenous musicians’ 
vocabulary that I became familiar with and used during my learning 
experiences with Muyinda. I came to understand this music vocabulary 
even better than some of Muyinda’s indigenous students from Busoga.211 
 
Muyinda taught all his indigenous and foreign students in the same setting using 
the same language approach. According to Kubik, in 1960 after receiving several lessons 
from the master musician teacher, he started having a lot of time to interact with other 
students who were concurrently taking lessons from Muyinda.212 This type of setting 
fostered peer-teaching that allowed Kubik to continue learning from Muyinda’s students 
at the School for the Blind. Kubik said “I would go to a village town outside of Kampala 
where Muyinda was teaching at the School for the Blind in Salaama near Lake Victoria 
(South of Mukono township), particularly to practice akadinda.213 Muyinda’s xylophone 
students at the School for the Blind came from diverse cultural backgrounds; for 
example, some of these students were from Busoga and did not speak the same Ganda 
language as Muyinda. Somehow Muyinda managed to devise musical terminology that 
he consistently used to explain the art of xylophone playing to his students. It appears that 
the difference in language did not impede Muyinda’s method of communicating the 
music lesson to his indigenous and foreign students. According to Kubik there was only 
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one incident in which Wachsmann and Muyinda may have had a language barrier in their 
communication with one another. Kubik told the story as follows: 
Muyinda told me a story about his relationship with Klaus 
Wachsmann. One has to imagine and understand that this story took place 
during the colonial era when Uganda was a Protectorate of Britain; the 
social behaviors expected from European colonial officers in relation to 
their indigenous subordinates in certain positions was not so remote from 
the behaviors seen in Kenya; colonial officers were not to fraternize with 
their indigenous subordinates outside of their official duties.  Klaus 
Wachsmann would have liked to learn the amadinda (xylophones), but he 
was too cautious not to expose himself by putting himself under the 
tutelage of his African subordinate Evaristo Muyinda.  
 
Then Kubik continued: 
 
Muyinda and Wachsmann came to the following agreement; they 
would travel to the Murchison Falls National Park (which has since been 
renamed Kabalega National Park), and there far away from Kampala city 
Muyinda would teach Klaus Wachsmann the amadinda (xylophones). 
While lodging at the national park, Wachsmann came to Muyinda on their 
first morning at the national park and asked Muyinda to teach him the 
xylophones. Muyinda began teaching Wachsmann a simple tune “Olutalo 
lw’ensisi” (the battle of Nsisi). Wachsmann attempted to learn this simple 
tune but he could not understand how to play the octaves (emyanjo). Very 
soon after this Wachsmann retreated to his room and was never seen 
again. The next day Muyinda discovered that Wachsmann had 
surreptitiously left him behind at the Murchison Falls National Park and 
returned to Kampala city without notifying his assistant.  
 
Colonialism came with an undertone of subjugation in which Europeans extended little or 
no professional courtesy or respect to their subordinates; subordinates were expected to 
give respect to their colonial “superiors”, and never to question them. In this case it is 
unlikely that Muyinda sought answers from his supervisor. 
Kubik concluded: 
Luckily enough, Muyinda had some money so he made his own 
arrangements to return to Kampala, and their teacher and learner 
relationship ended so abruptly as a very short episode. After this incidence 




besides Evaristo Muyinda whom he regarded as a subordinate. 
Wachsmann sought out a Western trained indigenous musician Joseph 
Kyagambiddwa and had Muyinda teach him instead.214 
 
It is unknown why Wachsmann abruptly ended his xylophone lessons with 
Muyinda; it is also not clear if language presented a barrier between Wachsmann and 
Muyinda’s method of communication, or if Wachsmann simply changed his mind about 
breaking colonial protocol in terms of taking music lessons from an indigenous 
subordinate. There is no record indicating that Wachsmann took lessons from Evaristo 
Muyinda during their years of working together. What is clear from the testimonies of 
Muyinda’s surviving students is that he was an exceptional teacher of the amadinda and 
akadinda xylophone traditions as well as other traditional Ganda musical instruments. 
 
Written Notation for Ganda Music 
Traditionally Ganda music is orally and aurally transmitted. Music in most 
African cultures has not been written down; notation was something that Western 
scholars introduced. Notation emerged as a result of foreign students such as Kubik and 
Anderson and others like Kyagambiddwa studying with Muyinda. Kubik in particular 
said that Muyinda had always wanted to devise a method of writing down traditional 
Ganda music so that it would not be forgotten, especially by younger people. While 
studying with Muyinda at the Uganda Museum, Kubik collaborated with Muyinda and 
they devised the number cipher notation that is still used today in Uganda. This cipher 
notation allowed Kubik to record over 102 xylophone pieces that he learned from 
                                                        




Muyinda and from his students at the school of the blind in Salaama. The following are a 
few examples of the amadinda and akadinda pieces transcribed in cipher notation by 
Kubik during his xylophone studies with Muyinda: 
Amadinda Pieces215: 
1. Banno bakoola ng’osiga (“Your friends are pruning, and you are sowing”) 
Okunaga: 4.3.4.1.3.3.4.2.3.4.2.1. 
Okwawula: 5.3.3.5.5.3.5.2.3.5.1.1. 
2. Ndyegulira ekkadde (“I will buy myself an old woman”) 
Ok. 2.1.2.2.2.5.2.1.1.2.3.5. 
Okw. 5.4.2. 
3. Ekyuma kya Bora (“The swinging cotton machine of Borup”) 
Ok. 4.3.2.3.3.2.4.3.2.3.3.2. 
Okw. 5.5.4.1.5.1.5.5.1.1.5.1. 




5. Enyana ekutudde (“The calf has broken loose”) 
Ok. 5.5.3.5.2.1.5.5.3.3.1.1. 
Okw. 1.2.4. 
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1. Omusango gw’abalere (“The court case of the flute players”) 
Ok. 2..3..4..2..5..5..2..3..3..3..1..1 
Okw. 35.24.13.35.24.13.35.24.13.35.24.53. 
2. Njagala okuddayo e Bukunja (“I want to go back to Bukunja”) 
Ok. 3..4..4..3..1..1..3..2..5..3..2..2.. 
Okw. 41.35.24.31.35.24.41.35.24.41.35.14. 
3. Omusango gw’enyama (“The case of the meat”) 
Ok. 5..5..4..1..1..2..3..2.. 
Okw. 24.35.24.35.13.35.24.35. 
 1        1                 1 
4. Singa namera byoya singa mbuuse (“If only I had wings, I could fly”) 
Ok. 2..4..4..4..2..3..2..5..3..5..5..5..2..3..2..5.. 
Okw. 14.35.14.35.14.3513.35.14.35.14.35.14.35.13.35. 
5. Gangu alula (“Gangu had a narrow escape”) 
Ok. 2..4..2..2..2..5..1..5..2..3..1..1.. 
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This chapter focused on Muyinda’s role as an indigenous teacher of Ganda music 
and how his work in the amadinda and akadinda traditions influenced the teaching and 
learning of indigenous music in Uganda. Muyinda’s contributions to music education are 
particularly evident through his teaching amadinda and akadinda traditions to both local 
and foreign students. However, his life as a music educator was marginalized since he 
was not a formally (Western) trained teacher of music and was not fluent with the 
English language, which meant that he was not freely admitted into formal spaces as a 
professional with equal ranking. During his lifetime Muyinda received very little 
recognition, and then only when he was invited into formal spaces to teach indigenous 
Ganda music. Klaus Wachsmann was the first person during the colonial era to invite 
Muyinda into these places. Although Muyinda and Wachsmann worked together on a 
number of ethnological research projects, Muyinda was never fully credited for his 
contributions. When Wachsmann hired Muyinda to work at the Uganda Museum, it was 
as a music demonstrator and a janitor.  
This practice of relegating an individual or group from primary positions to 
secondary or menial positions within society is the embodiment of marginalization. 
Indigenous master musicians were temporarily brought into formal spaces whenever 
Western trained teachers or practitioners wanted to glean information from them. The 




Muyinda’s work and contributions are not only reflected in the teaching and learning of 
amadinda and akadinda traditions; his work with the Heart Beat of Africa impacted a 
number of young musicians and teachers all over Uganda and the world. 
	  
Figure 4. 3: Muyinda and his Ensemble members playing xylophones with their hosts during 






MUYINDA, MUSIC EDUCATION AND THE HEART BEAT OF AFRICA 
 
After Uganda gained independence from the British in 1962, the new government 
was eager to preserve indigenous culture, which had been marginalized by Western 
colonialism. Most independent African governments wanted their new nations to 
experience a form of cultural “renaissance” in which indigenous culture was at the 
forefront of building and enhancing national pride and unity.217 During colonial rule that 
lasted almost sixty-eight years, Europeans had denigrated and marginalized indigenous 
cultural arts in favor of Western cultural arts. The newly elected leaders of the 
independent African nations began to question this action and instead promoted their own 
traditions as a way of asserting their political and cultural independence from the Western 
world. The Heart Beat of Africa (HBA) was born in this political environment as a 
cultural troupe that was created to promote Uganda’s national pride and unity at the local 
and international level.  
The Heart Beat of Africa was formed in 1963 as a national cultural music and 
dance troupe that brought indigenous musicians from different tribal groups in Uganda to 
perform together as a national ensemble—to display a unified Uganda. Francis Odida and 
Okot p’Bitek a well-known poet-author led the group.218 Although Odida and Okot were 
the administrative leaders of the HBA, Evaristo Muyinda was one of the lead master 
musicians in charge of teaching and training members of the national troupe.219 The HBA 
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was the first cultural troupe in Uganda to bring indigenous musicians from different tribal 
groups in Uganda together; a venture of this type, had never been tried previously. Prior 
to the formation of the HBA, all tribal groups practiced their own musical arts within 
their own cultural boundaries. On a few occasions the Kabaka of Buganda would invite 
musicians from Busoga to come and play their music in his palace. The creation of the 
HBA allowed many Ugandans to experience the music of other tribal groups for the first 
time as performed on stage; the HBA also allowed all its indigenous performers to learn 
and teach the music of their individual tribal groups to each other. 
The idea of bringing indigenous musicians to perform together in one setting had 
been developing all along at the Uganda Museum where Muyinda and Wachsmann were 
the primary innovators of the idea.220 The only other institution that had gathered 
indigenous musicians to perform in one setting was the Kabaka’s palace, but they would 
not perform as combined instrument ensembles. When all kingdoms in Uganda were 
abolished in 1966, the Uganda Museum became the central place where Muyinda 
gathered other indigenous musicians to perform music. When Muyinda and Wachsmann 
travelled around Uganda on ethnological research projects, they collected many 
indigenous musical instruments, which they brought back to the Uganda Museum. The 
idea of including indigenous musicians as instrument demonstrators was also developed 
at this time. Muyinda was the primary musician in charge of training other musicians at 
the Uganda Museum; he taught many of them Ganda musical arts, especially xylophone 
and drum performance. In order to continue teaching and performing some of the palace 
                                                        





music traditions, Muyinda gathered some of the Kabaka’s musicians at the museum.221 
 Muyinda’s Kiganda Orchestra and the Birth of the HBA 
Organizing and leading indigenous musicians in an ensemble setting was not new 
for Muyinda. He had developed the idea of the ‘Kiganda orchestra’, in which he had 
combined diverse Ganda musical instruments to perform together in an ensemble setting. 
According to Kubik, Muyinda is credited for developing the Kiganda orchestra, which 
featured all indigenous instruments being combined into one performance ensemble.222 
Wegner also stated that “during 1957 and 1959 Muyinda was responsible for the 
founding of a multi-ethnic akadinda ensemble at the Salaama Rural Training Center for 
the Blind.”223 
Muyinda brought his idea of combining various musical instruments from the 
Kiganda orchestra to the HBA, which in turn became popular across the nation 
particularly in Western style formal schools, and in other cultural troupes that emerged 
after the HBA collapsed in the 1970s.224 According to Wegner, “The Kiganda orchestra 
became an integral part of the HBA, a group whose profile can also be largely attributed 
to Muyinda.”225 In the section that follows, I will discuss Muyinda’s contributions to the 
development of teaching indigenous musical arts using the HBA as a vehicle that 
operated both nationally and internationally to make the traditional music of Uganda 
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popular in schools, institutions and public performance stages. Stories of individuals who 
worked with Muyinda in the HBA, and later with the Muyinda Ensemble, will be 
highlighted in order to explain the nature of his contributions and innovations. 
Gathering the Ensemble 
The HBA was made up of indigenous musicians and dancers from various tribes 
in Uganda who were already experts in the music of their individual tribes. The group 
comprised the best musicians selected through national music competitions (a form of 
auditions). Since Muyinda was already stationed at the Uganda Museum and was 
working with several musicians from diverse tribes who served as music demonstrators at 
the museum, he was called upon to be one of the lead musicians in the HBA.226  
Among the Kabaka’s musicians that worked with Muyinda at the Uganda 
Museum and in the HBA was Mr. Livingstone Musisi Mukalazi. Mukalazi used to 
perform with the Kabaka’s entenga (chime drums) musicians. Musisi Mukalazi said: 
I was first invited by Evaristo Muyinda to perform with the Heart 
Beat of Africa (HBA), where I was mainly asked to teach the entenga 
drumming tradition. Muyinda was one of the key organizers and 
coordinators of this national cultural troupe in charge of gathering 
indigenous musicians from around the country to perform in a combined 
ensemble setting. Muyinda somehow knew how to choose the best expert 
musicians and dancers to join the HBA and he was very well respected by 
the HBA administrators who always assigned him with the task of 
selecting and organizing members of the group.227 
 
Lois Anderson had introduced Mukalazi to the Uganda Museum, and so when the 
Kabaka’s court musicians were disbanded, he started working with Muyinda at the 
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museum.228 As Mukalazi explained it: 
Mr. Muyinda and I first met in 1967, just around the time when the 
Kabaka’s palace had been attacked and destroyed by Milton Obote’s 
army; I had just been released from prison, having been arrested for being 
one of the Kabaka’s musicians in the palace at the time. I had met with 
Lois Anderson who took me to the Uganda National Museum and 
introduced me to Evaristo Muyinda. At the museum I started learning how 
to play amadinda (xylophones) with Muyinda, and he in turn asked me to 
show him how to play the entenga (chime drums) which I had been 
playing in the Kabaka’s palace. Muyinda was a very skillful musician and 
within a very short time he had learned how to play the entenga drums.  
 
 I had started playing entenga at 5 years old, when my parents sent 
me to train with the Kabaka’s court musicians. The Kabaka had given a 
directive that all skillful children were to be brought into the palace to 
learn how to play entenga. The Kabaka was a great visionary or you could 
say a forward thinker, and he wanted to preserve our traditional 
indigenous music. Traditionally the Lugave (Pangolin) clan was the only 
one from which entenga musicians were selected from; however, the 
Kabaka ordered that young people from all clans be allowed to learn how 
to play the entenga drums. This is how someone like me from the Mamba 
(Lungfish) clan got the opportunity to become an apprentice on the 
entenga drums in the Kabaka’s palace. A gentleman called Mukiibi had 
initially mentored me and taught me how to play the entenga drums. 
 
After the Kabaka’s palace was ransacked and destroyed most of us 
who were serving at the time ended up in Luzira general prison or some 
were killed. Lois Anderson connected me to Makerere University and the 
National Museum to teach and perform entenga drums as well as learning 
other instruments with Muyinda.229 
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The Uganda Museum became the initial place where several of the Kabaka’s 
musicians gathered under the leadership of Evaristo Muyinda to form small performance 
ensembles which later gave birth to the HBA. When the national cultural troupe was 
formed, Muyinda invited most of the musicians that were working with him at the 
museum to participate in the music competitions from which aspiring HBA musicians 
were selected. Based on Mukalazi’s testimony above it appears that Muyinda’s place of 
work became the main source of recruiting musicians who would later become 
performers in the HBA.230  
Muyinda gathered musicians at the Uganda Museum to keep indigenous Ganda 
music alive, and to have a central location where local and foreign students would come 
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to learn diverse instruments; this type of network allowed indigenous musicians to learn 
from each other and teach each other. Mukalazi said that he was able to teach entenga at 
the museum as well as learn amadinda xylophones from Muyinda; in an interview 
Mukalazi said: 
I was mainly brought to the Uganda Museum to join Muyinda in 
demonstrating and performing the entenga drums because at the time all 
of the Kabaka’s musicians and their music had been disbanded and this 
was the only existing platform on which we could continue practicing our 
music cultural arts without any political repercussions. All the musical 
instruments in the Kabaka’s palace had been burned down and the palace 
was completely destroyed—so the only other place where music from the 
palace could be found was the National Museum where Muyinda was the 
chief musician/demonstrator. When I reunited with Muyinda he was 
overjoyed to see that I had survived the army raid on the Kabaka’s palace 
since a number of people had lost their lives during the political conflict. 
Muyinda immediately asked me to play and demonstrate the entenga 
drums, and this is how my career as an indigenous musician continued to 
thrive.231 
 
Teaching and Learning Among Peers at the Museum 
Mukalazi and Muyinda’s relationship was that of teacher and mentee. Mukalazi 
said that he learned a great deal of indigenous Ganda music from Muyinda particularly 
the amadinda (as opposed to akadinda) performance tradition. Mukalazi explained, 
“Muyinda taught me three styles of playing the xylophones: okwawula, okukonera, and 
okunaga. One interesting fact was that Muyinda was not the only one who taught me 
something, but he was also willing to learn something new; for instance, while Muyinda 
taught us to play diverse instruments, he was also eager to learn the entenga drumming 
tradition from me.”232 It appears that Muyinda fostered an environment where there was a 
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camaraderie for peer teaching and learning. This practice strengthened the ensemble at 
the Uganda Museum and allowed musicians to learn from each other’s skills. In most 
African music cultures, the teaching and learning of music is mainly transmitted 
orally/aurally, whereby a continuous exchange of music information takes place between 
the learner and the expert through consistent observations. According to Moumouni, “it is 
through social acts and social relationships that [music]learning takes place.”233 Muyinda 
always encouraged his students to teach him and other students what they knew; Nketia 
explained that “exposure to musical situations and participation are emphasized more 
than formal teaching” in most African societies.234 
According to Mukalazi, most of the members of the HBA were individuals who 
had previously been mentored by Muyinda at the Uganda Museum. Master musicians 
such as brothers Ssempeke and Sserwanga always spoke highly of Muyinda as their 
teacher on several instruments especially the akadinda and amadinda.235 
Muyinda was one of the pioneers in teaching court music outside the Kabaka’s 
palace; he started at the Uganda Museum where students from diverse backgrounds 
would come and study with him. From the museum Muyinda was almost always called 
upon as a consultant on indigenous music at the Ministry of Culture and Makerere 
University’s Music, Dance and Drama (MDD) department. There were culture and 
community development music competitions held annually, in which Muyinda was on 
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several occasions called upon as an adjudicator. During the festival season the District 
Education Officer (DEO) would send Muyinda to various communities to adjudicate 
music competitions and it is from such settings that the national schools’ music 
competitions developed a working template for adjudicating school festivals. Muyinda 
travelled around various schools teaching them authentic ways to perform indigenous 
Ganda music. For instance, he would emphasize the proper way of singing Ganda 
folksongs using the proper vocal styles known as amagono (scooped vocal styles); 
Mukalazi who always traveled with Muyinda said that he learned the amagono from the 
master musician.236 
In explaining the manner in which Muyinda was treated as an indigenous music 
educator in formal institutions, Musisi Mukalazi said: 
In most places where Muyinda and I went to teach he was treated 
with respect by most people (especially students); however, he was not 
included as an equally knowledgeable member of faculty at most 
academic institutions. Secondly, Muyinda was not given any academic 
recognition by any institution that I know of; the only place where 
Muyinda was considered as the lead musician was at the Uganda Museum. 
Since the colonial era people’s musical preferences started shifting and 
more young people were more interested in Western musical styles; the 
value for indigenous music traditions began to decline. The young 
people’s diminished interest in indigenous traditions also meant that 
master musicians were not considered as equals because they were not 
‘educated’ according to the Western standards. Yet when we travelled as 
the Heart Beat of Africa (HBA) to perform in African cities such as Lagos, 
audiences there loved and respected our indigenous music greatly.237 
 
Based on Mukalazi’s testimony, it appears that the lack of an extended Western 
formal education by most indigenous master musicians was the basis for being 
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marginalized by most formal institutions in academia. Due to marginalization the 
popularity of indigenous music also started to wane. Mukalazi said: 
The most lamentable issue is that indigenous music is continuously 
losing popularity and respect among the young people. I have been 
fortunate that the teachers here at Kyambogo University came looking for 
me in my home village to come back and teach entenga (chime drums). I 
had retired from teaching music and gone back to the village to become a 
coffee farmer when my daughter called to tell me that I was urgently 
needed at Kyambogo University. Upon arriving at the university, I was 
asked to start teaching students the entenga and that is how this court 
music tradition might be eventually reinstated and saved from extinction. 
If only the people in charge at formal institutions would consider our 
knowledge as something of value and utilize our expertise before we pass 
on from this world it would help preserve our cultural heritage in this 
country.238 
 
Mukalazi went on to state: 
Today in Uganda there is less enthusiasm and respect for 
indigenous master musician teachers because most young people have 
shifted their interests in favor of Western pop artists and their music. Most 
musical spaces in the country are being filled up with local music genres 
that lend themselves to western pop music. If formal institutions, like 
Kyambogo University, that understand the value of indigenous musical 
arts, would continue to respect and promote the teaching of entenga (royal 
chime drums) there is a possibility that our traditional music would 
survive. “I am so grateful that Muyinda taught me indigenous Ganda 
music, which has continuously opened doors for me to be invited into 
spaces that I would normally not be performing in.”239 
 
It appears that Mukalazi is trying to highlight the post-colonial problems that have 
emerged as a result of removing indigenous musical arts and its guardians from the center 
to the peripheries of the mainstream formal society. The attitude today that proponents of 
Western formal education have towards indigenous knowledge systems remains biased in 
                                                        
238 Ibid. Mr. Mukalazi currently works closely with Mr. James Isabirye, a lecturer at 
Kyambogo University to restore the entenga. 




the sense that Western ideas, not just in music, are favored over the indigenous; the result 
in turn is the continued marginalization of indigenous knowledge systems and their 
proponents.240 Even the indigenes have pushed against their own music cultural arts in 
favor of a music that is a blend of Western culture and indigenous culture. 
 
Mukalazi’s Outlook on Marginalization 
When discussing marginalization, Mukalazi said that except for teaching 
indigenous music during the schools’ festivals season, he was very seldom invited to 
teach indigenous Ganda music at any primary or secondary schools.241 Most of the 
primary and secondary schools are interested in younger teachers who have been trained 
in formal institutions; since most indigenous master musicians do not have a diploma in 
indigenous music they are excluded. Whenever they invite individuals of his caliber the 
compensation for the services rendered is not worth leaving their farms to come out and 
teach. Once Muyinda retired from the Uganda Museum he returned to his home village in 
Nabbale to try and live off of the land there. In his final years, formal institutions in 
Uganda did not employ his expertise in indigenous music and very few have records or 
writings on the indigenous music he taught and performed. 
In terms of being given the role of leading the indigenous music department in a 
formal institution,  
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Muyinda was never given such a role since he did not have any 
formal training papers that would grant him such responsibilities. 
Surprisingly, it is mostly indigenous Ugandans who would at times 
consider Muyinda’s lack of Western formal training as a basis for 
marginalizing him. On the other hand, several European students who 
came to study indigenous music with Muyinda always gave him much 
respect as a teacher. Muyinda did not even receive any formal recognition 
from the institutions such as Makerere University where he was constantly 
invited to teach. He was only considered as the lead music demonstrator at 
the Uganda Museum and that is where he received most of the recognition 
as a musician, performer and teacher of indigenous music. I do not recall 
seeing any formal recognition being bestowed on Evaristo Muyinda for 
that time that he and I worked together at the Uganda Museum from the 
late 1960s to the early 1980s.242 
 
In today’s modern world there is less and less respect for indigenous musical arts; most 
of the young people have had very little contact time with indigenous music in the 
schools, yet they get to spend more time listening to pop music artists such as Jose 
Chameleon243 and the like. For this reason, the younger generation has very little concern 
or respect for indigenous musical arts and those who teach this type of music. Media such 
as television offers some Western musical styles that appeal to the younger generation 
luring them to abandon their own indigenous music traditions. It is people who come 
from outside the country that increasingly find interest in indigenous musical arts. In one 
instance, Musisi Mukalazi recalled a time when Muyinda had travelled to Germany to 
perform and most of the audiences were enthused by his group’s indigenous musical 
performances and wanted to learn more about it.244 
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Mukalazi’s Concluding Testimonial on Muyinda 
Indigenous Ganda music was made popular outside the Kabaka’s palace confines 
because of Muyinda’s influence. After the Kabaka’s palace was destroyed in 1966, the 
only place where court music was being heard and taught was at the Uganda Museum 
under the leadership of Evaristo Muyinda. Muyinda also spearheaded the teaching of 
indigenous Ganda music in the schools when he started teaching at the School of the 
Blind in Salama near Mukono town. Muyinda was on several occasions invited to teach 
indigenous music in several schools or schools would also bring their students to learn 
music at the Uganda Museum while Muyinda was working there.245 
Muyinda influenced much of what we see being performed today 
at the National Schools’ Music Festivals. He initiated the performance of 
diverse musical instruments within an ensemble at the festivals during his 
performance days with the Heart Beat of Africa (HBA) and the Muyinda 
Ensemble. Muyinda was also involved in adjudicating indigenous music 
festivals that were organized and sponsored by the Ministry of Culture and 
Community Development in local village areas. Muyinda was very keen 
on teaching the authenticity of indigenous Ganda musical arts (singing, 
dancing and instrumental performance); so, he always made sure that each 
of his students understood the proper performance of Ganda music on 
stage.246 
 
Mukalazi’s testimony above draws attention to the manner in which Muyinda’s 
contributions impacted music education at the national level inside and outside the formal 
setting. With a community-based music group (HBA) Muyinda was able to influence 
how music has continued to be performed even today. 
 
 
                                                        





Muyinda’s HBA Experiences as Narrated by Kiyaga 
Another master musician teacher and court musician who worked closely with Evaristo 
Muyinda in the HBA was Mr. Hudson Kiyaga. His experiences with Muyinda in the 
HBA and Muyinda Ensemble cover the years from 1963 to 1983—the most active years 
for both the HBA and the Muyinda Ensemble.  
Hudson Nawambira Kiyaga was born in 1937 in a village called Bwebajja. 
Kiyaga’s father was Semu Mubiru, a butcher by profession. Later in his childhood years 
Kiyaga’s family was forced to move from Bwebajja because at that time a sleeping 
sickness epidemic had broken out in his village. Semu Mubiru’s brother Sebudde 
(Muyinda’s father)247 offered him a piece of land in Nabbale village where Kiyaga’s 
family settled.248 
 In 1941 Kiyaga’s mother left his father and moved with him as an infant to 
Kasanje-Bweyogerere village in Busiro county. Kiyaga briefly attended primary school 
(grade one) in Kasanje, then he was later transferred to Jjungo Primary School for his 
grade two and grade three classes. In primary four Kiyaga was taken in by one of his 
music teachers (Mr. Fred Ssali), who trained him in Music, Dance and Drama (MDD). In 
1953 Kiyaga’s music teacher was transferred from Jjungo Primary School in Kasanje; it 
was at this time that Kiyaga completed primary six and got a scholarship to go and study 
in Buddo. Kiyaga was only able to study for one year at Buddo, but due to the lack of 
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funds he was forced to drop out of school.249  
 
Kiyaga and Muyinda 
When Kiyaga returned home to Nabbale village in 1954, he was able to connect 
with his older cousin and friend Evaristo Muyinda; Muyinda started teaching Kiyaga the 
performance practice of several traditional Ganda instruments, such as amadinda 
(xylophones), endere (end-blown flute) and ennanga (the traditional Ganda harp). 
Kiyaga’s main performance focus had always been traditional dance but Muyinda 
convinced him to learn other aspects of the Ganda musical arts tradition such as the art of 
singing and instrument playing.250  
In 1963, Muyinda continued teaching Kiyaga the ennanga harp; Muyinda had 
previously recruited Kiyaga to perform with him during Uganda’s first independence 
celebrations on October 9, 1962. At this time, Muyinda had been appointed as the lead 
musician in charge of mobilizing other musicians for the performing group Heart Beat of 
Africa (HBA), which brought diverse tribal groups together in a performance setting that 
featured music from across the country. After the HBA had performed at the 
independence celebrations, a ‘muzungu’ (a European) gentleman who was in charge at 
the Uganda National Theatre recommended that the group should organize and travel 
outside the nation to show case Uganda’s indigenous music cultural arts across the 
globe.251  
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The HBA was first invited to perform abroad at Kenya’s inaugural 
independence celebrations when Jomo Kenyatta was sworn in as the first 
President in 1963. At Kenya’s independence celebrations the HBA was 
represented by only six performers who were all led by Muyinda. Our 
performance in Kenya received great approbations, which opened doors 
for other international performance tours. Upon returning from Kenya, the 
organizers arranged another performance trip to the United Kingdom, at 
the London Music Festival in1964. Since the HBA cultural troupe had 
grown in number tremendously, there was great competition among the 
performers who were always vying for the limited slots for those who 
would be chosen to represent Uganda at the London festival.252 
  
The newly independent nation of Uganda was trying to promote its own culture on the 
international stage, and for a short period Muyinda as a guardian of indigenous culture 
was called upon to lead this prestigious cultural troupe on several world performance and 
teaching tours. Muyinda was also actively involved in selecting and training young 
musicians who would travel with him outside the country to showcase Uganda. The HBA 
became a vehicle that took Muyinda and his indigenous music cultural arts outside 
Uganda. 
The group’s next performance trip was scheduled for Malawi in July 1964, so the 
HBA started training at the Mmengo Social Center. Kiyaga always performed with the 
HBA while maintaining his role as a court musician at the Kabaka’s palace, where he 
played in a special drum ensemble known as ‘endooda’.253 In 1967, another performance 
trip was announced for the HBA to attend an international festival in Japan; due to the 
competitiveness among the troupe members, Kiyaga did not qualify to go to Japan, but 
Muyinda once again led the group to the festival.254 
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In 1967, another performance trip was organized and facilitated by Mr. Cosma 
Warugaba who also worked at Radio Uganda. Warugaba prepared the trip for six 
performers to attend a cultural festival in London (UK).255 Because Muyinda would be 
away travelling with the main HBA performance troupe, he had asked Kiyaga to serve as 
the lead musician for this second group that would perform at the London festival.256  
Between 1968 and 1970, the HBA’s performance trips were sparse; the troupe 
took only one trip to Japan in 1970 where they performed at an international cultural 
Expo and were led by Evaristo Muyinda. Muyinda had a way of uniting performers from 
diverse ethnic groups around the country that would come together to represent the nation 
as one united cultural troupe.  
When Idi Amin took over power in 1971, he became somewhat 
supportive of the indigenous cultural arts, however his support did not 
translate into funding for the cultural arts. The President at that time 
simply gave the HBA moral support and the artistic freedom to continue 
performing at State sponsored events and ceremonies within the country. 
It was also during Idi Amin’s regime that the HBA as a troupe began to 
collapse; however, Muyinda continued to gather indigenous musicians to 
perform under the banner of his own cultural troupe known as the 
Muyinda Ensemble.257  
 
The political environment in Uganda started tearing apart the indigenous music cultural 
fabric but Muyinda was astute and courageous enough to continue teaching and 
performing while taking the risk of becoming a political casualty of the government at the 
time. Some of the performers in the HBA stayed away from the limelight or even went 
into exile. This political turmoil in Uganda affected many formal and non-formal 
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Little is actually known about what led to the demise of the HBA, and how the 
group morphed into the Muyinda Ensemble in 1973. The HBA cultural troupe had gained 
popularity mostly during Obote’s first regime (1963-1971), but when Idi Amin became 
president the group slowly started disbanding. During this time Muyinda continued 
tirelessly to keep indigenous music performances alive at the Uganda Museum. Idi 
Amin’s regime was one of the most turbulent political eras in Uganda, and most 
musicians who became too popular risked being charged with espionage and losing their 
lives. 
Muyinda’s Leadership in the HBA 
The HBA became an extension of Muyinda’s teaching environment, whereby he 
used it as a platform on which artists from various areas in Uganda would freely share 
with each their specific music cultural arts. 
Most of the members of the HBA cultural troupe were people who 
came from different ethnic groups and what Muyinda did exceptionally 
well was to ensure that they all learned about Ganda musical arts. 
Muyinda taught all artists in the group how to play Ganda musical 
instruments such as the endingidi (tube-fiddle) and the amadinda 
(xylophones). Whenever the HBA travelled Muyinda would make sure 
that no one stayed off stage, so he encouraged every one of us to play at 
least one musical instrument. Muyinda did a great job in ensuring that all 
performers in the HBA were an integrated performance group and always 
paid close attention to every performer’s musical skills encouraging them 
to teach others the music of their respective cultures. This in turn 
strengthened the performance level of the HBA troupe.259 
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This in a sense was a continuation of Muyinda’s teaching practice that encourage peer 
teaching and learning. Kubik, Mukalazi and Balikoowa all attested that Muyinda always 
encouraged his students to share their skills with each other in any of the settings in 
which he served as a teacher.260 
 
Kiyaga who was primarily a traditional dancer was trained and encouraged by Muyinda 
to become a more versatile musician/performer. Muyinda’s leadership skills as a teacher 
were displayed through how he mobilized people from different walks of life to learn and 
perform together as a cohesive cultural troupe. 
Muyinda believed that when a performer’s body grew older they 
may not be able to dance but they would still have the ability to perform 
and teach a musical instrument for a lifetime. For this reason, Muyinda 
always encouraged all performers in the HBA and the Muyinda Ensemble 
to develop skills in more than one artistic area of the Ganda musical arts 
such as: singing, dancing and playing musical instruments. Muyinda 
would therefore use versatility as a criterion for selecting performers for 
the HBA international performance trips. Muyinda always spent time 
teaching us several instruments such as the entongoli/endongo (bowl-lyre), 
endere (indigenous Ganda flute) and several drums. Muyinda’s belief was 
to train every performer to become extraordinary wherever they went to 
perform.261 
 
Muyinda was also a composer of many songs as well as a builder of indigenous 
musical instruments. Foreign scholars such as Lois Anderson and Gerhard Kubik all 
benefited from Muyinda’s wisdom and knowledge and went on to write books in which 
they mentioned Muyinda as a teacher of Ganda indigenous music.262 Kiyaga credited 
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Muyinda for being the person “who introduced me to the world of musical performance 
in Muyinda’s capacity as a teacher, mentor and friend/brother.  I have great admiration 
for Muyinda as a master musician-teacher.”263 
   
The Muyinda Ensemble 
In 1983, Muyinda organized a mini-performance trip to Germany with the 
Muyinda Ensemble; the group was represented by Evaristo Muyinda, Lodovico 
Sserwanga and Hudson Kiyaga. Upon the trio’s return from Germany the Muyinda 
Ensemble under Muyinda’s leadership grew in numbers and popularity. The group 
travelled and performed in several European countries. 
Kiyaga described Muyinda as an exceptional master musician-teacher and an 
expert performer of indigenous Ganda musical arts; this was also the manner in which he 
was recognized whenever the cultural troupe travelled to various countries outside 
Uganda. Kiyaga explained: 
Muyinda was greatly esteemed for his work as a teacher and performer; 
for instance, in May 1989 while the Muyinda Ensemble was on a 
performance tour in the Netherlands, one of the Universities there gave 
him an award recognizing him as an honorary professor of indigenous 
Ganda music. This award was so prestigious that the gentleman who was 
hosting the cultural troupe described it as one of the highest recognitions 
in the Netherlands. This award was not a surprise for most of the people 
who closely worked with Muyinda because he had always demonstrated 
his exceptional intellectual abilities in the Ganda music cultural arts.264 
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Muyinda’s persistence in promoting indigenous music cultural arts through the Muyinda 
Ensemble created opportunities for him to receive accolades outside his native country. It 
is quite ironical that Muyinda was never recognized as a “professor” until he visited 
countries such as Germany and the Netherlands that did not consider his lack of formal 
education or the ability to communicate in English as impediments that warranted 
marginalization. 
Marginalization as Described by Kiyaga 
Muyinda did not receive any known prestigious awards or honors from any 
School or University in Uganda. Most people in formal institutions did not recognize 
indigenous musical knowledge systems as something of value or worth honoring. If 
Muyinda had collected only half of what he contributed as a master musician-teacher in 
Uganda, he would have lived a very honorable and profitable professional life.  
Muyinda would only be invited into formal institutional spaces 
when they needed him to provide them with authentic information on 
indigenous Ganda musical arts or to perform his music. For the most part 
Muyinda was treated to ‘temporary honor’ but he was never recognized as 
an equal intellectual by most formal institutions. On one occasion we were 
invited to train students in several primary, secondary and tertiary schools 
during the national schools’ music festivals months. During this season we 
were always treated as outsiders who were coming into formal spaces and 
our time with the students was strictly confined and controlled by the 
formal music teachers.265 
 
Kiyaga continued: 
Muyinda would often be given charge of teaching and training the 
students in preparation for the National Schools’ Music Festivals, but on 
the day of the festivals when students brought their presentations on stage 
he would be pushed to the margins. Indigenous master musicians such as 
Muyinda were never allowed to appear on stage, so all our work was 





carried out behind the scenes and we were never given public recognition 
for many of our contributions in teaching indigenous musical arts. The 
monetary compensation we received was also nothing to be proud of—it 
was more of an allowance than a wage or salary. Muyinda and many 
master musicians were treated more or less like bapakasi (daily farm 
laborers); on several occasions we would go and teach students in schools 
such as Wampeewo, Gayaza High, Makerere College School, Gayaza 
Kadongo, St. Peter’s School-Nsambya, and the formal classroom teachers 
and their schools would receive all the accolades without recognizing the 
source of the students’ fine musical performances.266  
 
Kiyaga’s statement above precisely describes the exact nature of the marginalization that 
took place, whereby indigenous master musician-teachers were continuously used to 
impart knowledge while being strictly kept on the peripheries (margins). Marginalization 
here is reflected through the meagre wages, the lack of public professional acceptance 
and recognition.267  
Usually the arrangement was that indigenous master musicians would teach most 
of the indigenous musical arts (folk singing, folk dancing and indigenous instrument 
playing), while formal teachers take on the task of teaching Western musical activities 
(Western choral singing, sight reading and the like). The formally trained teachers were 
usually not well versed in indigenous music traditions, therefore most schools invited 
indigenous master musicians who had full knowledge of teaching indigenous musical 
arts. In Kiyaga’s experience he was able to teach in so many schools because Muyinda 
brought him to most of the schools where they taught together.268 
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Discussions with Alfonsi Kibuyaga 
Alfonsi Iga Kibuyaga, born on December 23, 1963, spent nearly five years 
learning and performing indigenous Ganda music with Muyinda. He was not able to 
advance his formal education due to family financial constraints, but his encounter with 
Muyinda earlier in 1989 at a music cultural competition opened the door for him to the 
world of performance that also became his career. At the music cultural competitions, 
several cultural troupes would compete against each other and the winning group would 
be selected to perform at an international music festival somewhere in Europe. Kibuyaga 
described his first encounter with Muyinda:  
I eagerly wanted to participate in the competitions as a dancer but every 
cultural troupe I auditioned with rejected me. Later on, when I approached 
Evaristo Muyinda’s cultural troupe he welcomed me with open arms. At 
that time, I was the only male dancer among several women and Muyinda 
was eager to train me in several indigenous Ganda dances. I had been 
initially invited to join the Muyinda Ensemble by another dancer called 
Ms. Naava. That year the Muyinda Ensemble won the music cultural 
competitions and we were selected to travel and perform in Holland (the 
Netherlands), Germany and France. While on tour our performances made 
Uganda so popular that we were invited to record one of our popular songs 
called “akayirigi”.269  
 
Kibuyaga’s testimony here further corroborates statements made by other informants 
earlier (Kiyaga and Balikoowa), confirming Muyinda’s contributions as a teacher who 
encouraged his students to become versatile performing artists. Kibuyaga went on to 
state: 
Mukulu (Elder) Muyinda was a great individual who always encouraged 
young performers to excel; he was always willing to teach us every single 
detail about indigenous Ganda music cultural arts. Muyinda was also a 
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lover of everything that was related to indigenous Ganda culture that is 
why he became a key proponent and promoter of the Ganda music cultural 
arts. He spent all his life advocating and ensuring that the cultural arts 
were preserved and authentically passed on to younger generations if they 
were to survive.270 
 
Indeed Muyinda proved his abilities as a sage or guardian of indigenous music cultural 
arts, yet throughout his lifetime he was never perceived as a professional equal of those 
who were trained through the Western system. However, his own experience and 
expertise within the indigenous knowledge system spoke volumes. 
Muyinda told me that he had started his career as a court musician to 
Kabaka Muteesa II in Bamunanika, where he was one of the akadinda 
(xylophone) performers. The akadinda group later became quite popular 
on Radio Uganda’s broadcasts, where the music was normally played after 
every news broadcast. Muyinda also used to play the ‘mugudo’, one of the 
Kabaka’s drums that is almost extinct because very few people know how 
to play it nowadays. Muyinda also played entenga (royal chime drums) 
which are normally played using a specially shaped cane known as 
‘olugga’. Muyinda took me under his wings and spent time teaching me 
how to dance, sing and play musical instruments; he always told me that it 
was his great desire to see young people learning indigenous music and 
made sure that we worked hard to perfect our musical skills, which created 
opportunities for us to travel and perform around the world with 
Muyinda.271 
 
Kibuyaga’s statement above provides a brief summary of Muyinda’s career as a 
court musician, performer and teacher, from 1939 to 1993. These roles would have 
placed Muyinda as an equal with many of his formally trained colleagues, but it was not 
the case from the inception of colonial rule to the neo-colonial era (after independence). 
According to Ayele, “the Afrocentric idea is...a strategy to seek one's centrality 
                                                        






or...agency away from the...periphery.” 272 Ayele also argues that Afrocentricity proposes 
the centering of peoples and communities in their own histories and cultures.273 
At Muyinda’s death in 1993 very little was done in terms of placing him in the 
center and giving him the recognition that was long overdue. Perhaps a little good cheer 
may have been expressed by a few at Muyinda’s funeral; prior to his death Muyinda had 
requested that his funeral procession include a lot of musical jubilation.274 
Muyinda may have received some recognition that came a little late and short 
lived at his funeral. Kibuyaga continued and painted a brief picture of what happened at 
Muyinda’s actual funeral:  
I performed with Muyinda up until his death in 1993, and I was 
present at his funeral where the entire indigenous performance community 
mourned for almost one week. His funeral was such a marvelous occasion 
and that is when a number of people started realizing that the nation had 
lost a noble musician. On his death bed Muyinda had told everyone 
around him that he wanted to be buried in Nabbale which was the village 
home of his birth. He also wanted his funeral procession to be 
accompanied by indigenous musicians performing on several instruments; 
on the day of his funeral Muyinda got his dying wish when a full ensemble 
accompanied his casket from his home in Kanyanya all the way to 
Nabbale where he was laid to rest.275  
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Muyinda’s Commitment to Teaching 
When Muyinda retired from the Uganda Museum in 1986 he formed the Muyinda 
Ensemble, from which he continued promoting and teaching indigenous Ganda musical 
arts to many young people. Kibuyaga explained his personal experiences with Muyinda 
as his teacher: 
There was a lot of information that Muyinda had to offer young 
musicians; his death meant that Uganda had lost a library of indigenous 
knowledge. During his life time Muyinda was always willing to teach and 
impart knowledge to everyone who went to him; he was one of the most 
passionate and compassionate teachers of Ganda music I had ever met. 
One of the ways that Muyinda always welcomed people (especially 
musicians) in his home was to start off with a music jamming session the 
minute his guests walked in; he was always in the mood to share his music 
with anyone who listened.276 
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Muyinda’s Perspective on the Performing Artist’s Comportment 
Muyinda on many occasions challenged his students to work hard at perfecting 
their musical skills but he also equally emphasized the non-musical aspects of learning.  
Kibuyaga highlighted some of the character traits that Muyinda taught members of his 
ensemble. He said that “a lot of people talk about Muyinda’s musicianship, but they do 
not mention how much he valued several non-musical traits.”277 Kibuyaga also shed light 
on another facet of Muyinda’s teaching: 
One of the most treasured things Muyinda taught me was 
practicing all things with humility. He told me that being employed by any 
establishment was very easy but sustaining the job required a great deal of 
humility, which would in most instances cause you to win favor before 
employers. Muyinda also emphasized the importance of honoring and 
respecting your job as well as your employers; he always told me that my 
job/career would open doors for me and that has been the case so far. 
Another valuable trait that Muyinda taught me was the importance of 
placing good character above great talent. Muyinda always emulated these 
three traits; he was a man of noble character, great humility and respected 
everyone. It is unusual to find a person with such great talent in our 
society, who presents himself with a demeanor of humility before children 
and adults. Muyinda also advised me to make every effort to cultivate and 
value great relationships with others. He always said that a great way of 
building relationships with people was by getting to understand their likes 
and dislikes. Muyinda believed that all these characteristics combined 
would help any musician/performer navigate the world with great ease.  
 
Here Kibuyaga portrays Muyinda as a professional who was not only concerned about 
teaching musicianship, but character was equally as important to him and obviously 
instilled in each of his students.  
I never saw Muyinda lose his temper at any one time when I was 
studying with him. One thing that would occasionally upset Muyinda was 
whenever any of his musical instruments were moved from the place 
where he usually stored them. He always cautioned me about touching 





other people’s instruments without first asking for permission. Muyinda 
equated borrowing or lending a personal musical instrument to another 
person was like giving away one’s most sacred possession and space.278 
 
The manner in which Muyinda treated his musical instruments is not any different from 
how a professional musician would handle their musical instrument in the Western 
culture. What Kibuyaga is talking about here indicates the level of professionalism that 
Muyinda brought to music. Part of this professionalism also has to do with how you 
present yourself to people even before you begin to perform the music; Muyinda believed 
and taught that your appearance as a professional mattered. Kibuyaga continued to 
explain: 
Muyinda was also very particular about being a tidy and clean 
individual; he always taught that tidiness and cleanliness reflected on a 
person’s character as a serious performing artist. In most formal school 
settings no one took the time to teach these non-musical traits but 
Muyinda made sure that we all learned about them in his Ensemble.279 
 
Whenever the Muyinda Ensemble was scheduled to travel for any performances 
abroad, those who demonstrated the most versatile skills in dancing, instrumental 
performance and singing would be selected to fill the limited positions that were 
available for the touring ensemble. When Kibuyaga was performing with the Ensemble 
he explained, 
Muyinda created an environment that enabled all performers in his 
ensemble to become the best and most competitive artists. Whenever we 
travelled abroad to perform, Muyinda expected every performer to 
maintain the highest level of professionalism on and off stage. He always 
expected us to be respectful of people and the performance setting in 
which we were invited. Whenever any performer…was unable to make it 
to the ensemble rehearsals Muyinda expected us to notify…Ensemble 
                                                        





leaders in writing; he believed that this showed…you were respectful, 
responsible and considerate of other people, which also spoke volumes 
about a musician’s character. Muyinda believed that good character was 
more important than having exceptional artistic skills.  
 
Kibuyaga’s testimony continues here to shed light on another aspect of professionalism 
that Muyinda instilled in his students. In most formal settings professional character is in 
most cases implied, but here we see Muyinda teaching his students that it was to be held 
at a higher esteem than musicianship. Perhaps this would be equated to ‘conduct 
becoming of a music educator’ in the Western world. Making good character as one of 
the main principles that was expected of each one of his students reflects on the manner 
in which Muyinda took music and musicianship very seriously. Kibuyaga continued to 
explain Muyinda’s perspective on how a teacher ought to interact with students: 
Whenever we were not performing or rehearsing Muyinda would 
take time to reiterate that a person with good character always kept time, 
respected their work, understood the dynamics of interacting with all 
groups of people (young and old). Muyinda especially taught that the 
manner in which anyone managed children in a learning setting was a 
clear depiction of their abilities as a musician and a teacher. He always 
took time to highlight these characteristics because he believed they were 
crucial in the making of a great performing artist and teacher.280  
 
Based on what Kibuyaga states here, one can surmise that Muyinda’s viewpoint on 
professional conduct becoming of a musician, performer and teacher, also reflects on his 
own conduct.  Muyinda did not teach his students what was not reflected in his own 
professional demeanor. Although Muyinda was not formally trained in the Western 
sense, his level of professionalism could measure up to the level of a formally trained 
music teacher. 
                                                        




 Muyinda’s Influence as a Teacher of Ganda Music 
I feel that it is unfortunate that the Uganda government did not take time to honor 
and care about Muyinda as one of the most distinguished teachers of indigenous music in 
the country’s history. There are many things that Muyinda taught during his lifetime that 
are not taught in today’s formal schools. Kibuyaga explained: 
Evaristo Muyinda taught several people local and foreign students 
how to play different indigenous instruments such as amadinda 
(xylophones), entenga (royal drums) and many others. For instance, in 
1990 after we had just come back from a performance tour abroad, 
Muyinda received a team of six people who came to study amadinda with 
him. One of the people in this group I recall was a university professor 
who had organized a study tour for all the others in the group. Muyinda 
also worked with Joop Veguer and his daughter when they visited 
Uganda.281  
 
Kibuyaga testimony also confirmed what other informants iterated concerning Muyinda’s 
teaching experience with both local and foreign students, who continued to study 
indigenous music with Muyinda into the early 1990s. Kibuyaga provided specific names 
of local individuals who came to study music at Muyinda’s residence in Kanyanya: 
Among Muyinda’s local students there were renowned master 
musicians such as Albert Muwanga Ssempeke and Lodovico Sserwanga; 
other students included men and women who also performed with the 
Muyinda Ensemble such as Mr. Serunjogi, Mr. Kivumbi, Mr. Bukenya, 
Mr. Kalanzi, Mr. Matovu; there were also ladies who came to study with 
Muyinda such as Hasifa Nakayiza, Nakitto Gerald, Ms. Naava Benalita 
and others.282 
Muyinda was frequently invited to teach at Makerere University to enlighten them 
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on several matters about indigenous Ganda music and culture. According to Kibuyaga, 
“an individual such as Muyinda should have been given the rank of a master music 
teacher and master music cultural expert and the rest would follow behind him. Many of 
these university professors acquired their teaching knowledge from books but the kind of 
knowledge Muyinda had was acquired through many years of experience.”283 Since a 
number of Makerere University music professors went through Muyinda’s tutelage, it 
would have been appropriate for him to be awarded one of the highest-ranking titles 
equal to a music professor at the University level, however, this has not occurred.  
Muyinda was so knowledgeable in many things that pertained to Ganda music 
cultural arts, that he could be likened to a walking human library or encyclopedia. Even 
though he was not formally educated in the Western sense his expertise in diverse 
indigenous music categories qualified him as a master inventor and innovator. Kibuyaga 
also stated, “I am sure many of the music professors at Makerere university such as Dr. 
Tamusuza, Dr. Sylvia Nanyonga-Tamusuza and many others benefited greatly from 
Muyinda’s knowledge as a master teacher.284 
These individuals from the universities and other tertiary institutions would come 
to Muyinda for lessons. Kibuyaga recalled seeing Professor Tamusuza coming to 
Muyinda’s residence where he would spend the whole day studying with him. Another 
teacher from Kyambogo University that he saw taking lessons with Evaristo Muyinda 
was Mr. Ssenoga Majwala. These individuals from the universities and other tertiary 







institutions would come to Muyinda for lessons.285 
Muyinda would offer his students music lessons without receiving 
any payment from them; he would explain that his primary purpose for 
offering free lessons, especially to formal teachers, was to ensure that the 
Ganda music cultural arts would survive and be passed on to several 
generations that would come after him. Today you can hardly come across 
an indigenous Ganda instrument player who did not go through Muyinda’s 
tutelage. Muyinda even made sure that children in his neighborhood 
learned how to play several Ganda musical instruments.286  
 
As a sage Muyinda worked hard to ensure that indigenous musical arts were guaranteed 
passage. This is one of Muyinda’s major contributions during his lifetime. While 
colonialism has setup a system that would marginalize indigenous knowledge systems, 
Muyinda worked tirelessly to keep indigenous culture a central focus of music teaching 
and learning within the local community and formal institutions that opened up their 
spaces to him. 
Since Muyinda taught so many foreign students from different countries around 
the world and he was invited to teach and perform at several formal institutions abroad, 
Kibuyaga felt Muyinda deserved to be ranked as a master teacher and expert.  “Muyinda 
will always be remembered as one of the musical greats in Uganda and beyond.”287 
While traveling abroad he was received at several European cultural institutions as an 
expert in Ganda music cultural arts. There were also several individuals who were able to 
publish professional articles and books because of the information they had obtained 
directly from Mr. Muyinda. 
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Kibuyaga’s Perspective on Marginalization 
Most formal institutions in Uganda do not place indigenous master musicians in 
the same caliber as Western trained teachers. In his view on marginalization Kibuyaga 
stated:  
Most of these formally trained teachers do not want to allow most 
indigenous musician teachers to operate within formal spaces on equal 
professional grounds; perhaps their apprehensiveness may be based on the 
fear that indigenous master musicians will take over their jobs. Most 
formal teachers choose to relegate indigenous musician teachers to the 
lowest rank in the music education profession, by reasoning that 
individuals such as Muyinda were not formally trained and for that reason 
their presence in formal spaces needs to be circumscribed.288  
 
Kibuyaga’s sentiments here possibly reflect on how indigenous master musicians feel in a 
system that continues to marginalize them. In the Western academy when anyone 
provides you with information you are expected to give them credit. Kibuyaga continued 
to explain this state of affairs: 
It is individuals with this kind of mentality that keep indigenous 
master musician-teachers on the margins; master musicians are only 
consulted whenever someone needs to glean information from us. The 
moment these individuals exhaustively collect all the information they 
need from indigenous musician teachers, they push us back to the margins 
and take on all the credit. For instance, Muyinda worked at Makerere 
University and Kyambogo but if you were to walk into these institutions 
today none of them have any record or photograph of him as someone 
who actively taught music there.289 
 
Muyinda always went to schools to teach indigenous Ganda musical arts but very 
few formally trained teachers purposefully promote the teaching of indigenous music 
traditions. Muyinda authentically taught several folksongs that talked about the historical 






and cultural stories of the Baganda. Kibuyaga explained: 
Muyinda was a great story teller who always provided his students 
with background information on the Ganda folksongs he taught them. He 
also emphasized cultural authenticity in most of his teachings which is 
why most of us still promote the same whenever we are invited to teach in 
these formal spaces. Most of these formal institutions barely promote the 
authentic teaching of indigenous musical arts because they are trying to 
create modern musical forms that are suitable for competition at the 
national schools’ music festivals.290 
 
One of Muyinda’s key contributions to the teaching and learning of indigenous Ganda 
musical arts, was to ensure that modern cultural changes would not completely erode the 
underlying foundation and cultural meaning on which indigenous music was based. 
Before Muyinda taught a folksong, he would provide contextual background that 
explained the cultural meaning of what the students were performing. Muyinda 
emphasized adhering to the holistic indigenous way of music education that included 
singing, storytelling, language and proper cultural behavior. Muyinda’s efforts kept 
indigenous knowledge systems at the center as much as he could, while the modern 
formal way was trying to push everything indigenous to the peripheries. 
 
Muyinda’s Legacy 
Kibuyaga has lasting memories of Muyinda as an indigenous master musician-
teacher: 
My memories of Evaristo Muyinda will forever remain grand 
especially since he did so many things to promote culture. Muyinda 
always took pride in the Kingdom of Buganda and his greatest desire was 
to restore the music apprenticeship program at the Kabaka’s palace before 





it became extinct. Prior to his death, his plan was to go back and teach 
authentic Ganda music performances at the palace.  
 
It appears here that the promotion of cultural authenticity was something that Muyinda 
emphasized in his teaching practice. Muyinda had benefited greatly from the music 
apprenticeship program in the Kabaka’s palace and seems to have wanted to promote the 
same for the younger generation. Kibuyaga explained the continuance of Muyinda’s 
legacy of cultural continuity: 
Currently there some of us who are trying to fulfill Muyinda’s 
vision by resurrecting indigenous music cultural arts in the schools. With 
the rich musical foundation that Muyinda provided me,…Many of the 
schools I have trained performed exceptionally well at the National 
Schools’ Music Festivals; my teaching style is a reflection of what 
Muyinda taught me.  Many of these young students were not yet born by 
the time Muyinda died but it is important that they hear about great master 
musician teachers who have laid a great musical foundation within their 
own culture. While others may not bother to give credit to Muyinda for the 
knowledge they acquired from him, I will forever be grateful for what I 
learned from this great music master…many of us in the group who 
wanted to keep Muyinda’s legacy alive by continuing to teach and 
perform locally and perhaps internationally, but some members of 
Muyinda’s family could not agree on the direction the group was to take 
after Muyinda had passed away. The Muyinda Ensemble quietly faded 
away from the limelight and we rarely perform together.291 
 
After Muyinda’s death his ensemble did not continue to thrive due to lack of support 
from government officials from the Ministry of Culture and Community development.292 
Part of the process of marginalization is portrayed through the lack of support that exists 
for indigenous cultural arts and its guardians, which in turn may lead to cultural 
institutions such as the Muyinda Ensemble to become defunct. 
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Fortunately, Muyinda’s legacy did not completely die with him; there are a 
number of his former students who are working hard to continue with it, but they too are 
faced with the same marginalization that Muyinda endured. 
 
Understanding Muyinda from a Music Educator’s Perspective 
Among the people Muyinda interacted with on a constant basis was a young 
performer from a cultural troupe that emerged after the HBA was dissolved. In a formal 
interview Centurio Balikoowa gave the music teacher’s perspective on Evaristo 
Muyinda—first as his student and then as a music teacher who worked closely with the 
master musician teacher.  
 
Balikoowa’s Initial Encounter with Muyinda 
 
Centurio Balikoowa originally came to the capitol Kampala in 1986 right at the 
end of the war that brought Yoweri Kaguta Museveni to power. During the 1985-1986 
war, formal schooling for most students had been disrupted therefore Balikoowa was 
only able to attend the last two semesters of school in order to complete his primary level 
(elementary) schooling. He was then brought to Kampala by Mr. Busuulwa, who was at 
the time teaching music at Makerere College School. Balikoowa explained that 
“Busuulwa had collaborated with the late Mr. Kayovu and the two men brought me to the 
Ndere Cultural Troupe.”293 When Balikoowa arrived at the Ndere Troupe center, he 
joined the rigorous training, which was the ongoing practice at the center. The director of 
                                                        





Ndere Troupe Mr. Steve Rwangyezi used to bring indigenous master musicians to train 
his young performers in various types of indigenous music from around the country. 
Institutions such as the Ndere Troupe are some of the few that continued to promote the 
teaching and learning of authentic indigenous music from across the nation; bringing in 
indigenous master musician-teachers such as Muyinda ensured cultural authenticity. 
Secondly, the Ndere Troupe was one of the few groups that took over the important role 
of promoting indigenous music cultural arts in the absence of the HBA and the Muyinda 
Ensemble. 
 
Muyinda as a Teacher in Ndere Troupe 
Balikoowa who was already fluent with performing kisoga music on several 
traditional instruments such as the flute, the xylophones, drums, panpipes and others, was 
introduced to Evaristo Muyinda in 1987–88, when he had come to train the troupe. 
Balikoowa explained: 
One of Muyinda’s main duties at the Ndere Troupe was to train the 
performers in traditional kiganda dances such as Nankasa, and 
Bakiisimba-muwogola. Although he was not really a practical professional 
dancer, Muyinda was very particular and thorough in the way he taught 
dance. His key strength was in teaching diverse Ganda musical 
instruments such as the amadinda/akadinda (xylophones), which he taught 
with great tact allowing his students to learn at a fast pace. Since I already 
had experience on the kisoga flute performance, Muyinda quickly took me 
under his tutelage and introduced me to the kiganda flute style. He was 
able to explain and teach me the slow flowing kiganda flute, which was 
slightly different from the fast flowing kisoga style.  
 
Balikoowa’s testimony here portrays Muyinda as an astute versatile teacher of indigenous 
music who was able to adapt his students to different and new styles of music. By the 




working with the blind musicians from different parts of the country at the School for the 
Blind in Salaama (Mukono). Balikoowa also corroborates Kubik’s testimony concerning 
Muyinda’s method of teaching, which as explained earlier, involved peer teaching and 
learning. Balikoowa explained: 
Muyinda’s method of teaching involved having the student play 
side by side with him, while he thoroughly demonstrated and explained 
the structural differences between the two flute styles. Structurally the 
kisoga flute is much shorter in size than the kiganda flute, but Muyinda 
did not have any objections when I used it to learn the kiganda style. Soon 
I was also invited by Muyinda to learn the kiganda xylophones after he 
saw that I could play the kisoga xylophones fluently; Muyinda focused on 
teaching me the difference between the kiganda and kisoga xylophone 
traditions.294 
 
Balikoowa highlights Muyinda’s teaching practice of taking young music students 
from another tribal group and teaching them his own Ganda music cultural arts. 
Balikoowa was not only a student of Evaristo Muyinda but he later started performing 
with him. Balikoowa explained that in their relationship, Muyinda “was more like a 
father figure and teacher to me and many of the students who took lessons from him.”295 
To some Muyinda was like an elder (grandfather) who had a lot of patience and a gentle 
demeanor about him as a teacher, which made learning from him an easy experience. 
Concerning Muyinda as a teacher, Balikoowa said that “unlike other teachers I had 
experienced before, Muyinda never used a harsh tone to yell or scream at a student when 
they made a mistake; he would only ask you to try again. Even when we travelled with 
him on various international performance trips, Muyinda would always encourage all his 
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students to do their best.”296   
When asked to describe his learning experiences with Muyinda, Balikoowa said 
“I always looked up to Muyinda as one of the greatest teachers, with the best 
methodology of teaching indigenous musical traditions. Muyinda would take something 
that seemed very complicated to learn and break it down using an easy teaching and 
learning method for students with different learning abilities.”297 Muyinda exemplified a 
number of qualities in a master teacher who makes student learning a less arduous task. 
Without any Western formal training as a teacher, Muyinda was able to develop a fruitful 
career as master musician-teacher. 
When describing Muyinda’s innovations and contributions to music education, 
Balikoowa stated: 
Muyinda always emphasized the authenticity of every performance 
tradition in the music and dances of Buganda. During his lifetime 
Muyinda would not allow his students to distort the authentic performance 
practices of the Ganda musical arts. Most of his students later became 
polished music educators in various schools around the country.298  
 
Balikoowa’s testimony here corroborates with Kibuyaga’s concerning the subject of 
cultural authenticity during the teaching of music and the stage performances. 
Muyinda was also an authentic traditional musical instrument maker. Most 
instrument makers in Uganda tend to make simplistic instruments that are sold to 
unsuspecting tourists; Muyinda always taught and emphasized the proper artistry of 
making and playing Ganda musical instruments in the manner that they were initially 







made within the cultural traditions of Buganda.  
Balikoowa stated that the making of the ndongo (bowl-lyre) was greatly 
influenced and advanced by Evaristo Muyinda. He worked with many instrument makers 
by teaching them the proper method of constructing different Ganda musical instruments. 
Some of these instrument makers include the late Mr. Gayira, who was a renowned 
instrument maker from Mpambire village on Masaka road. Muyinda was also an 
accomplished musician who knew the proper sound of various instruments, so he used 
this sonic expertise to teach other instrument makers the art of making ‘great sounding 
instruments’.299 
Muyinda is believed to have been the first person to bring all traditional Ugandan 
musical instruments to perform together in a large ensemble setting on stage. 
Muyinda was never a selfish teacher; he was always open and 
generous in his teaching practice. He would tell students about his past 
learning experiences, in which some of the indigenous music teachers 
would withhold their knowledge by not being forthcoming when it came 
to teaching students the necessary information needed to learn indigenous 
musical traditions. I believe this is the reason why Muyinda unreservedly 
made sure that his students learned every cultural detail about indigenous 
Ganda music.300  
 
Muyinda did not withhold any information from his students. His willingness to share 
information with students with much ease is a reflection on the nature of his professional 
character as a great teacher and a true guardian of indigenous musical knowledge. 
Muyinda had acquired most of his indigenous musical knowledge within the 
confines of the Kabaka’s royal palace and he brought this expertise to all his students, 
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who were often from different tribal groups. Balikoowa said “it was Muyinda who 
introduced me to the world of stage performance on an international level. My first 
experience to travel outside Uganda on a performance trip was initiated by Mukulu 
(Elder) Evaristo Muyinda.”301  
In speaking about Muyinda as a qualified teacher of indigenous music Balikoowa 
said:  
Muyinda fully earned the title of being called a professor of music 
because he had taught indigenous Ganda music at all levels starting with 
the School of the Blind, Makerere University (in the Music, Dance and 
Drama department), Kyambogo and several other schools. Some schools 
such as Gayaza High, Namagunga, Makerere College School and others, 
always brought in Muyinda as a consultant in indigenous Ganda music 
traditions. Muyinda was an exceptional teacher who taught his students 
the most complex musical substance with so much tactful ease. There was 
an instance where another music trainer was brought in at the Ndere center 
to work with the performers and he failed to teach them the music 
effectively. Muyinda always made indigenous music learning an easy and 
enjoyable task.302 
 
Balikoowa particularly pointed out several reasons why he believed that Muyinda 
is counted among Uganda’s most influential and qualified master musician-teachers: 
Muyinda’s exceptional skills at teaching and performing on several 
Ganda musical instruments set him apart from any ordinary musician. 
During his lifetime Muyinda was perhaps one of the greatest masters of 
the amadinda/akadinda (xylophones) and ndingidi (Tube-fiddle) 
performance; another person who came close to Muyinda’s abilities was 
the late Kizza Ssalongo. Other great master musicians such as Ssempeke 
always credited their exceptional performance abilities to Muyinda’s 
teaching.303 
 
Balikoowa’s testimony above exemplifies that Muyinda was a major influence on other 







master musicians who had learned music from him; several young performers learned the 
art of playing the ndingidi (indigenous tube-fiddle) from Muyinda; he was a master 
teacher who always ensured that most of his students acquired mastery in the practice of 
making and performing on diverse indigenous musical instruments. Muyinda’s artistic 
approach to teaching indigenous musical arts to students with diverse cultural 
backgrounds set him apart from the ordinary musician-teacher; Muyinda always made the 
complex appear simple to his students.304 
 
Balikoowa’s Perspective on Marginalization 
When indigenous master musicians are not included in any of the discussions that 
pertain to music education in Ugandan schools, this intentional or unintentional exclusion 
can be summed up as marginalization. Balikoowa who is also one of the coordinators of 
the national schools festivals at the primary level explained: 
Master musicians are probably marginalized because at most levels 
their expertise is under-utilized within the formal educational system. 
Usually schools only get to invite them when the national music festivals 
are underway. However, efforts are being made to start inviting 
indigenous master musicians and dancers to come in and help at various 
district training workshops for teachers across the country. For example, 
Mr. Kibuyaga, a former student of Evaristo Muyinda, was recently invited 
to one of these workshops, where he was given two full hours to teach and 
demonstrate the authentic Ganda dance traditions that he learned from 
Muyinda. Such invitations have been encouraged whenever festival 
officials have noticed that several schools were making various 
performance mistakes on stage due to the lack of authentic cultural 
training; some of the formal music teachers were passing on incorrect 
information to the students because they were not consulting with 
indigenous master musicians within their community.305 
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Balikoowa affirmed that indigenous master musician-teachers are marginalized perhaps 
whenever the context in which they have acquired their professional training is 
invalidated by the mainstream formal systems that started to discredit indigenous 
knowledge systems. Marginalization does not only affect indigenous master musician-
teachers, it does erode cultural authenticity within the community. 
Whenever indigenous master musicians are allowed to come and teach within 
formal school settings, they are given very strict instructions to follow and they are only 
allowed to operate within these spaces on a temporary basis.  Balikoowa continued to 
explain: 
Most of the formal institutions that invite indigenous master 
musicians to teach do so on a part-time basis only. Muyinda was also 
treated in a similar manner; he would be invited to several schools to teach 
at different levels ranging from elementary school to university level, 
whenever these schools would be having special annual events such as 
inter-class music competitions/performances… other than such special 
occasions Muyinda was never included in the school’s main curricular 
timetable to teach.306 
 
What Balikoowa described here is a systematic process of marginalization that is 
carefully designed in a way that places indigenous master musician-teachers in a boxed 
timeslot, which only allows them very limited access to the role of teaching students in a 
formal setting. In other words, they are treated as seasonal workers whose time at the 
center where learning takes place is controlled and curtailed; they have no say in terms of 
what takes place with any part of the formal curriculum since they are not the decision 
makers at any level. 
 





Balikoowa also used the National Schools Music Festivals as an example to 
explain the manner in which non-formal teachers are treated when they enter into formal 
educational spaces: 
Whenever indigenous master musicians are invited to train 
students in preparation for the national music festivals, they are brought in 
as ‘trainers’ or ‘demonstrators’, but they are never perceived or placed in 
the same caliber of full-fledged teachers as their formally trained 
counterparts. If their specialty is in dance, they will be categorized as 
“dance trainers” and not “dance teachers”. They are not always given the 
respect they deserve as teachers, but they are always referred to as trainers 
and demonstrators of the cultural arts.307 
 
Based on Balikoowa’s perspective, this process of marginalization assigns roles that 
place the guardians of indigenous musical knowledge in lower ranking positions, in 
which they are not the decision makers in the overall teaching and learning of their own 
music traditions. Marginalization completely stripes the indigene of the powers of self-
determination which is one of the tenets of Afrocentricity. Self-determination allows the 
indigenous experts to be at the center where decisions are made in terms of what should 
be authentically taught. 
 
Muyinda and the National Schools’ Music Festivals 
The history of the Schools Music Festivals in Uganda began in Namirembe during 
the colonial era, where they did not include indigenous (African) instrumental ensembles 
in the competitions. The kind of music endorsed and performed at the Namirembe 
Festivals was mostly Western choral singing and a few indigenous activities. Muyinda 





started promoting and organizing the collective ensemble performances of diverse Ganda 
instruments, which eventually led to the inception of the African Orchestra, which has 
continued to be popular at the National Schools Music Festivals.  
The idea of structuring the indigenous instrumental orchestra/ensemble was first 
made popular by Muyinda’s Ensemble and later adopted by the schools. Muyinda 
brought instruments from all over the country and from different tribal groups and 
combined them to be performed collectively into a unified African orchestral ensemble. 
Schools from different parts of Uganda began to incorporate within their ensembles 
instruments that were usually not performed in their locality.  
Instruments such as the adungu (bow-harp) from the West Nile 
region started appearing in the central Buganda region schools, and Ganda 
instruments such as the ndingidi (Tube-fiddle) and the madinda 
(Xylophones) were also introduced to several schools throughout Uganda. 
It was Muyinda’s initiative that encouraged such developments to take 
place. Muyinda also introduced the idea of using indigenous melodic 
instruments to accompany traditional dances in schools; today this practice 
has become the standard at all the national schools’ music festivals. At the 
national festivals all schools are now required to present an ensemble with 
diverse instrument sets. Today people from different tribal groups across 
the country have started using instruments from other cultural areas 
(besides their own), and most music cultural performance groups have 
also started incorporating the instrumental ensemble as a key component 
to accompanying traditional dance performances. Muyinda is credited for 
having been the first for initiating this practice in his cultural troupe the 
Muyinda Ensemble; to date the practice has become the standard in most 
of schools and performance groups such as the Ndere Troupe.308 
 
Balikoowa’s summation above clearly indicates the nature of Muyinda’s contributions to 
the teaching and learning of indigenous music in Uganda, which for the most part was 
overlooked during Muyinda’s lifetime. On many occasions Muyinda demonstrated that 
                                                        




he was a qualified professional indigenous music teacher that was produced by an 
indigenous knowledge-based system, which is a polar opposite of the Western formal 
system. It is my opinion here that Muyinda’s contributions as an indigenous music 
educator were not fully recognized because he was not a product of the Western formal 
educational system. 
 
Understanding Muyinda from his Widow’s Perspective309 
Muyinda’s widow is Imelda Nalugooti. She was born on July 7th 1951, and her 
first encounter with Evaristo Muyinda was when he paid a visit to her parents’ home in 
Ggonve village (Kyaggwe County), Mukono district outside Kampala. Nalugooti’s great 
uncle had gone to her father’s home and convinced her parents that Evaristo Muyinda 
was the most suitable man to marry their daughter. Nalugooti was also agreeable to 
Muyinda’s proposal, and after he fulfilled the customary dowry/marriage requirements, 
the two were married in April 1977.310 
Muyinda the Husband-Teacher 
Nalugooti explained that by the time she married Muyinda he had been involved 
with many cultural groups, but one particular group that he started, during the time they 
were married, was the ‘Muyinda Ensemble’. Muyinda was also actively involved in 
several educational alliances that were designed to teach indigenous Ganda music to 
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Muyinda was so fervent about teaching the younger generation, 
that he did not retire from this work of educating young boys and girls at 
our home and continued teaching there until his death in 1993. He spent a 
lot of time training foreign students who came to Uganda to learn about 
indigenous Ganda music. Peter and Andrew Cooke also took music 
lessons from Muyinda, along with several others whose names I cannot 
recall.311  
I also sat in while Muyinda taught his students at our home in 
Kanyanya.  Several students always came from Makerere University to 
study, while others came from various educational institutions. Muyinda 
had several students who studied with him privately, while other 
neighboring schools such as St. Paul’s Primary School in Kitagobwa312 
invited him to teach on campus. Muyinda also took a great interest in 
providing free lessons to children in his local community as well as those 
who were brought by their parents from neighboring villages and towns. 
Some of the children even ended up permanently staying in our home as 
they continued their musical studies with Muyinda.313 
 
What Nalugooti described here is a teacher who served in diverse educational and 
cultural settings. Muyinda taught music at the primary, secondary and tertiary level, 
which also allowed him to remain active with the teaching of indigenous musical arts 
within his community. Very few formally trained music teachers can play such a versatile 
role within their community. Usually those who are trained within the formal system tend 
to stay within that setting, while those who are indigenously trained are confined to the 
peripheries of the formal setting.  Muyinda could comfortably serve in both systems even 
when his command for the English language was limited. Within the formal setting a 
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person who does not have a proper mastery of the English language will in most cases be 
marginalized mainly because they are deemed “uneducated”. Muyinda’s command of the 
Ganda language was exceptional and he preferred to use the same whenever he was 
teaching many of his students. For his foreign students, he would use some Swahili, or an 
interpreter would translate for him.314 It is apparent that Muyinda was mostly a teacher of 
indigenous musical instruments, who relied on a hands-on approach to teaching in which 
students would be encouraged to play alongside the master-teacher with limited talking 
and more of the instrumental performance. 
Nalugooti said that among the many instruments she saw Muyinda teaching was 
the amadinda (xylophones), endingidi (the tube fiddle), engoma (drums), and several 
other indigenous Ganda instruments especially those that were commonly played in the 
Kabaka’s palace (Lubiri). Muyinda mostly specialized in teaching indigenous Ganda 
musical instruments. He taught several students endere (end-blown flute), ennanga 
(Ganda Harp); Nalugooti said she also took lessons from her husband on ennanga, which 
allowed her to learn and perform alongside Muyinda on stage whenever they travelled. 
“Whenever anyone was in Muyinda’s presence he would encourage them to learn 
indigenous music and conduct impromptu performances on the spot. Muyinda also had 
several students who took lessons with him on the endongo (bowl-lyre) or entongooli as 
the Basoga call it.”315 Muyinda’s teaching and encouragement gave Nalugooti the 
opportunity to be selected by merit to travel on several international performance trips.  
                                                        





Perhaps Muyinda’s greatest expertise was demonstrated whenever he taught the 
amadinda and akadinda (xylophones) styles. Not only did Muyinda teach the art of 
instrument playing, he also invested time in teaching young people the art of constructing 
various musical instruments as well as tuning them properly at his home. Muyinda would 
always take his students to the woods to point out to them the most suitable wood from 
which the xylophones were carved from—commonly known as the musambya 
(Markhamia Lutea).  Muyinda always emphasized that the best xylophones and the tube 
fiddle were constructed from the musambya.316 
From Nalugooti’s personal observations for the years that they were married, 
Muyinda had mentioned that some of the individuals he had worked with always honored 
him whenever they needed to gather information from him; but one particular thing that 
troubled Muyinda was the meager financial compensations that did not reflect the 
magnitude of his services and contributions. This always affected his welfare and his 
family’s livelihood in that they continued to live in deficient conditions.  
Muyinda supplemented his income by constructing musical 
instruments such as tube-fiddles and xylophones, which he sold at local 
craft stores in the capitol Kampala. Not being able to make a reasonable 
living from his music career was a hard-pressing setback in Muyinda’s life 
as an indigenous musician teacher. On most occasions when I travelled 




                                                        





Muyinda’s Vision Marginalized 
There are a number of times that Muyinda shared his disappointments with his 
wife; however, he always remained positive and hopeful that someone (local or foreign) 
would one day recognize the importance of his work and contributions as a teacher and 
performer of indigenous Ganda music.  
There was a gentleman called Joop Veuger from the Netherlands who took a 
special interest in Evaristo Muyinda and promised to help him setup a music cultural 
center for young and old musicians with the purpose of training them in indigenous 
musical arts and instrument making. Although Muyinda had already retired from the 
Uganda Museum, he felt that he could continue promoting the teaching and learning of 
indigenous music in Uganda by setting up a cultural training center for the youth.318 
According to Nalugooti those individuals who believed that they were more educated 
than Muyinda (in the Western formal sense) felt more qualified to oversee such a project 
and tactfully pushed Muyinda to the margins. Nalugooti said “It was unfortunate that 
some individuals who were more educated than my husband got wind of his great idea 
and decided to push him out of the way in order to take over the project”.319 
Muyinda’s dream had always been to gather young boys and girls and train them 
in indigenous Ganda musical arts, as well as teaching them to master the art of making 
various musical instruments. He had always wanted to ensure that the younger generation 
was well equipped to continue with the tradition of performing indigenous music, as well 
                                                        





as master the art of making traditional musical instruments from scratch. Veuger had 
initially asked Muyinda to find a place where the projected cultural center would be 
constructed. On one of Veuger’s visits to Uganda, Muyinda had taken him to visit the 
proposed site, but Muyinda’s dream of building the Evaristo Muyinda cultural center was 
never realized. During one of Muyinda’s visits to Germany in the late 1980s, he fell ill 
and was unable to continue discussions with Joop Veguer about building the youth 
cultural center. As Muyinda’s health deteriorated other individuals were eager to take 
over the project without adhering to Muyinda’s vision. 
When Muyinda passed away in 1993, Nalugooti attempted to continue her 
husband’s vision, but she was advised by several people in “high places” to abandon the 
idea and move on with her own life.320 It was Nalugooti’s desire to continue advancing 
her husband’s life-long dream, but everywhere she turned there was resistance from 
various people who were also vying for the same vision321; Nalugooti grew weary and 
very uncomfortable so she decided to abandon the project but not the vision. She said 
“Muyinda’s vision has been shelved at the moment but it is my hope that Muyinda’s 
former students and friendships will make his life-long dream become reality 
someday.”322 
At the time of Muyinda’s death, there were so many artifacts in my 
possession that would have been beneficial to so many people, especially 
scholars, only if they were safely kept at a central location such as the 
proposed Muyinda cultural center; regrettably, many of them were lost 
when I was forced to move from our old family home. The Muyinda 
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Ensemble still has a few young people who were trained by Muyinda over 
the years, and they occasionally come together whenever I invite them to 
put together a performance.323 
 
The lack of proper record keeping that Nalugooti mentioned here perhaps contributes to 
some level of marginalization, which may occur at the time when any information is 
recorded and kept in safe storage. For instance, major formal institutions in the academy 
will take all the necessary steps needed to archive data that they deem to be of great 
importance, while anything that does not seem to be of value is excluded. The memories 
of indigenous experts such as Muyinda would only live on in the oral accounts of those 
who were close to him such as relatives and students. 
 
Nalugooti’s Coda on Muyinda’s Life 
Nalugooti could not recall the exact year in which her husband had retired but she 
estimated it to be around Milton Obote’s second regime in the early 1980s. Nalugooti 
said her husband struggled with their poverty filled life in the village, then one day he got 
word that the Uganda Craft Center was interested in selling his musical instruments to 
foreign tourists who came to visit the center. Muyinda soon started making and selling 
various instruments that became popular at the Uganda Craft Center. One of the 
managers at the center Betty Kinene had opened the door for Muyinda to earn a small 
income by selling his musical instruments at the gift store. This business opportunity 
gave Muyinda and his family a little financial security that allowed them to live a slightly 
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improved lifestyle in the village. At one time when Muyinda had brought his instruments 
to sell at the craft center, he was introduced to a muzungu (foreigner) gentleman called 
Joop Veguer, who had observed Muyinda playing one of his indigenous musical 
instruments and was greatly impressed; it was at that time that he offered to host 
Muyinda and his group at one of Netherland’s folk music festivals.324 
 Veguer made a promise to Muyinda that he would come back in two years to 
finalize the trip to the Netherlands and gave Muyinda the charge of organizing and 
selecting a group of indigenous musicians that he (Muyinda) felt were able to travel and 
perform with him on the planned European tour. Muyinda and his wife worked tirelessly 
to gather talented musicians in preparation for the upcoming performance trip to the 
Netherlands. This was the impetus for forming the Muyinda Ensemble; the group started 
off with young performers such as Kibuyaga, Fenekansi, and Muyimbwa. and a few court 
musicians who had performed with him at the Kabaka’s palace. To mobilize the 
performance group Muyinda and his wife moved back to Kanyanya-Mpererwe town.325  
The Muyinda Ensemble began performing locally and gained fame within the 
community. Soon after, more performers were added to the group as they continued to 
prepare for the European tour. In the meantime, Muyinda had reconnected with local 
schools and colleges such as Makerere University, who sent several students to study 
with him. Muyinda’s income started to improve and he was able to afford a better way of 
living. Government officials also invited the Muyinda Ensemble to perform at major 
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government sponsored events. Muyinda once again became popular after years of 
performing with different ensembles from Idi Amin’s to Kaguta Museveni’s regime. 
When Kabaka Ronald Muwenda Mutebi was enthroned as King of Buganda, Muyinda 
was frequently invited to perform at his palace in Bamunanika. Nalugooti said, “During 
Muyinda’s European tour in the Netherlands he became seriously ill and had to be 
returned to Uganda.”326 Muyinda’s health never fully recovered and he died in October 
1993. 
Muyinda’s years with the HBA and the Muyinda Ensemble were the highlights of 
his career as a musician-teacher.327 It was through these two groups that Muyinda was 
able to promote and sustain the teaching and learning of indigenous music in Uganda, 
making him an ambassador of indigenous musical arts internationally. The HBA and 
Muyinda Ensemble became vehicles that allowed Muyinda to travel to various primary, 
secondary and tertiary institutions advancing indigenous music education in Uganda and 
abroad. Being marginalized did not deter Muyinda from advancing his vision in life.328 
 
Summary 
The teaching and learning of indigenous music was considered essential whenever 
formal institutions had need for it; this was perhaps the most opportune moment that 
Muyinda used to draw much attention and importance to indigenous music cultural arts. 
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Indigenous master musicians were also pushed to the side until they were needed for 
specific consultations within formal spaces/institutions.329 During his lifetime Muyinda 
kept himself busy with teaching indigenous Ganda music and did not allow 
marginalization to deter his ideas for keeping Ganda music alive. Muyinda used every 
available opportunity to promote and teach indigenous music; the Uganda Museum, the 
HBA and the Muyinda Ensemble became important platforms, which helped advance his 
vision. 
One of Muyinda’s lifelong desires was to ensure that the art of making and 
performing on indigenous Ganda musical instruments was preserved; he was constantly 
looking to teach as many young people as were available to learn. Whenever Muyinda 
went to perform or teach at various schools with the HBA, students were able to learn 
from the best indigenous music experts. The HBA became a famous cultural troupe both 
locally and internationally, thus helping to disseminate Uganda’s indigenous music 
cultural arts to various audiences under Muyinda’s leadership. 
Muyinda was very good at teaching music to students from diverse walks of life. 
He was also a talented organizer who brought people together everywhere he went. 
Although he was not very fluent with the English language, he found a way to 
communicate with his students and he worked hard to teach his students everything he 
knew and to help them learn.   
I believe that whenever someone in a civilized society achieves grand 
accomplishments during their lifetime every effort should be made to remember them. 





Some of the things Muyinda is remembered for include gathering and mobilizing people 
from all walks of life and teaching them to perform together under his leadership. 
Muyinda did not ask any form of payment from any of his students; he only requested 
each of his students to “pay it forward” by passing on the knowledge they had acquired to 
ensure that indigenous cultural arts would not die. 
A number of Uganda’s indigenous master musicians who have not gone through 
the Western formal education system still tend to be marginalized and they are afforded 
very little space in the teaching and learning of music in formal institutions. As stated 
earlier in this chapter, the attitude that proponents of Western formal education have 
towards indigenous knowledge systems today remains quite biased. On this Maurial 
argues “modern minds consecrate a reductionism that assumes Western [knowledge] as 
the only one valid form of knowledge, while simultaneously denying indigenous ways of 
knowing”.330 Muyinda zealously spoke against this biased attitude; he was an avid 
advocate for teaching indigenous musical arts to children in formal and non-formal 
settings.  
Muyinda did his best to promote indigenous music, but very few people in the 
mainstream Western formal education system gave him adequate support or space. 
Perhaps the one person who could be credited for giving Muyinda an opportunity to bring 
indigenous Ganda music into a formal space is Klaus Wachsmann at the Uganda 
Museum. There Muyinda was able to interact with a number of people who were doing 
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research on the music of Uganda, and others who were merely interested in listening to 
indigenous music performances.331 As Nalugooti said, “Being marginalized did not deter 
Muyinda from advancing his vision in life.332 
During his lifetime Muyinda kept himself busy with teaching indigenous Ganda 
music. Muyinda did not start travelling to foreign countries until the early to middle years 
of 1960s; prior to that time, he mainly worked at the Uganda Museum, schools and the 
National Theater. In those days, the colonial government restricted travel outside the 
country for most indigenous people; the Ugandan government opened more travel 
opportunities for its citizens after gaining independence in 1962. During Obote and Idi 
Amin’s regimes especially, indigenous musicians had more liberty to travel abroad as a 
way of showcasing the Ugandan culture. The creation of the HBA was as much an 
African political response to assert indigenous independence from Western cultural 
influence as it was an important step in keeping indigenous Ganda music alive - and 
Muyinda was the heart of the Heart Beat of Africa. 
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Summary and Conclusions: The Final View 
 
Historically the music education system in Uganda has not put much effort in 
ensuring that indigenous knowledge systems are incorporated in the teaching and 
learning of music in Western-style formal schools. As more children have continued to 
leave their homes to attend these Westernized schools, they have left their homebased 
cultural learning behind and continuously embraced what is taught in the classroom. The 
systems that European colonialist left in place are in full operation and continue to 
marginalize master musician teachers and indigenous knowledge systems.   
Evaristo Muyinda, the focus of my research, began his life and music career in an 
indigenous knowledge-based environment that was marginalized by the educational 
systems installed by 19th and 20th century British colonialism. This study is a compilation 
of information that was gathered in the field by interviewing several individuals who 
interacted with Evaristo Muyinda during his life time as a court musician, teacher of 
Ganda music, performing artist, and innovator. 
The lack of recognition for indigenous master musician teachers as vital and 
reputable contributors to music education in Uganda has continued into the present 
educational milieu. This has led to the improper documentation and compilation of 
pertinent information that provides the foundational basis for the teaching and learning of 
indigenous music in Uganda. 
By taking a special interest in the life history of Evaristo Muyinda, I sought to 




music education in Uganda. The historical context, in which the life and career of 
Evaristo Muyinda developed, extends from the colonial era to post-independence rule in 
Uganda. This study was thereby divided into two categories: the latter part of the colonial 
period (1939 to 1962), and the post-independence period (1962 to 1993). 
Zina O’Leary’s description of marginalization as “the process by which 
individuals, social groups, and even ideas are made peripheral to the mainstream by 
relegating or confining them to the outer edges or margins of society,”333 served as a 
guide for this dissertation as I elucidate in the following paragraph. 
In the current study, I argue that the relegation of indigenous master musician-
teachers to unimportant or powerless positions, especially within formal educational 
spaces in Uganda’s music education is what has encouraged the marginalization of 
indigenous master musicians and the music knowledge systems they represent. The music 
education curriculum in Uganda today includes only small components of indigenous 
music and musicians; for the most part it concentrates on Western music education 
practices or modern popular music. The marginalization of indigenous music and 
musicians starts when indigenous knowledge is excluded from what is being taught to 
young people in schools. 
 
Description and Application of Theoretical Framework 
In order to reclaim and reconstruct a history that is relevant to music education 
history in Uganda, I brought the indigenous master musician-teacher from the margins of 
                                                        




intellectual discourse and based my work on Molefi Asante’s theory of Afrocentricity. 
This allowed me to re-examine what has been written about African music history, to 
reclaim and reconstruct parts of the indigenous knowledge systems that would otherwise 
remain excluded by Western hegemonic ideology. Afrocentricity is best understood as a 
philosophical perspective associated with the discovery, location and actualizing of 
African agency within the context of history and culture.334 It is a theory that allows for a 
[holistic] plan to reconstruct and develop every dimension of the African world from the 
standpoint of Africa as subject rather than object.335 
I purposefully repositioned Evaristo Muyinda from the margins and placed him at 
the center of this dissertation. By taking a closer look at the life, career and musical 
contributions of Evaristo Muyinda, I made central what had been ignored and deemed 
irrelevant for a long time by the mainstream Western academy. Through colonialism 
most indigenous knowledge systems were discredited and pushed aside; Afrocentricity 
debunks any hegemonic ideology by arguing that indigenous master musician teachers be 
brought to the central spaces of scholarly discourse in the process of reconstructing a 
foundational history that is relevant to music education in Uganda and other African 
nations.  
The need for the current study is an expanded historical research scope 
underpinned by a deeper involvement on the part of music education research with 
varieties of historical traditions in the teaching and learning of music across different 
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cultures. This study offers an expanded understanding of the historical richness of 
indigenous music teaching and learning in diverse educational sectors.336 By using 
Muyinda as an exemplar, this study has taken the life and work of this master musician 
teacher from the peripheral view and made it central to the study of music education in 
Uganda. 
 
Centering Muyinda as a Music Educator 
A music educator is an individual who contributes towards the dispensation, 
transmission and development of music education in formal, informal and non-formal 
settings.337 Muyinda qualified fully as an indigenous music educator based on his lifelong 
work and contributions as a teacher of Ganda music in formal, informal and non-formal 
settings.	
The literature reviewed in this study was mainly concerned with the life, history 
and career of Evaristo Muyinda, which established a few facts that guided this in-depth 
investigation. This review, however, provided only an imprecise chronological record 
that mentioned names, places, and events. There is no existing in-depth historical study 
on Evaristo Muyinda, therefore the current study becomes the first of its kind in music 
education research in Uganda. 
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Restatement of Purpose and Research Questions 
The purpose of this study was to investigate the marginalization of an indigenous 
master-musician teacher as seen through the life experiences and career of Ugandan 
musician Evaristo Muyinda (1916–1993). The study examined Muyinda’s contributions 
to music education as a teacher and performer of indigenous (Ganda) music in twentieth 
century Uganda (1939–1993). The following research questions were used to guide the 
investigation: 
1. How did colonization help bring about marginalization (at large) in many societies? 
2. How did marginalization reflect the socio-historical viewpoint of society toward 
indigenous music and musicians? 
3. In what ways have indigenous master-musician teachers encountered marginalization? 
What factors contributed to this marginalization? 
4. Who was Evaristo Muyinda and how did marginalization affect his life and career? 
5. What are some of Muyinda’s contributions to indigenous Music Education in Uganda? 
A historical approach was used to provide the paradigm for answering the above research 
questions.  
	
Answering the Research Questions 
Colonialism Linked to Marginalization 
Marginalization is reflected through the colonial history of Uganda, which 
established political and educational systems that were designed to discredit indigenous 
knowledge systems and its guardians (indigenous master musician-teachers). White 




colonial social mindset of those in power held the belief that indigenous educational 
systems were inferior to European educational systems and indigenous music was 
‘uncultured,’ and thereby began to push the indigenous master musician-teachers to the 
margins. Battiste also stated that: “during colonial rule, indigenous knowledge systems 
were stigmatized and deemed primitive and inferior, being made invisible as some of the 
indigenous people were being assimilated into the Western educational system.”338 
The European based standard of literacy was also used as a measure of determining who 
would be allowed to operate within the formal spaces of education and government. 
Anyone who was deemed ‘illiterate’ would not get a permanent position to operate within 
the Western style academy; if they did, it would be with many restrictions. Even after 
most African countries gained independence from European colonial rule, the indigene 
who assumed social and political control simply continued with the same colonial 
mindset that kept indigenous experts on the margins. 
From the outset British colonialists came to Africa with an attitude that Europeans 
were more superior than the indigenous people; the British had the perception that they 
were there to improve the lives of the indigene by introducing Western cultural systems 
in place of the indigenous knowledge systems that were already in place prior to colonial 
invasion. This Western attitude that Europeans were superior while Africans were 
inferior is what ushered in systemic marginalization that eventually led to the 
disenfranchisement of indigenous master musician-teachers. By pushing out most of the 
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subject matter related to indigenous knowledge systems, British colonialism developed a 
different system that did not recognize indigenous experts as equal professionals who had 
a role to play in the development of their own music education system in Uganda. 
Surprisingly this attitude has continued into post-independent Uganda, which has left 
little or no room for indigenous master musicians to fully participate in the growth and 
development of music education within formal institutions.  
Afrocentricity as a theoretical framework argues that Africans need to be at the 
center of developing their own [educational] agency. This study proposes that indigenous 
master musician-teachers should be at the center of all discourse that involves the 
advancement of music education in Uganda. Based on Muyinda’s life experiences and 
contributions to the teaching and learning of music in Uganda, I have proposed here that 
indigenous master musician-teachers have a lot to offer if they are brought from the 
margins to central spaces within educational and government formal spaces. 
 
Socio-historical Viewpoints on Marginalization. 
Evaristo Muyinda and other indigenous master musicians were marginalized 
mainly because they were not ‘educated’ according to the Western formal standards; the 
indigenous knowledge acquired outside the Western formal setting was not fully 
accredited by the Western social standards thus leading to marginalization. These people 
were never given any lead-teacher roles since they did not have any Western formal 
training papers that were the prerequisite for being accepted as legitimate music teachers. 




Western formal training as a basis for marginalization.339  
Kiyaga also explained that for the most part Muyinda was treated to only 
‘temporary honor’ but he was never recognized as an equal intellectual partner in most 
formal institutions. Whenever Muyinda was invited to teach he would be consistently 
treated as an outsider who was coming into formal spaces to simply carry out 
demonstrations, and the time he had with students was strictly confined and controlled by 
formally (Western) trained music teachers.340 Most of these formally trained teachers did 
not want to allow indigenous master musician-teachers to operate within formal spaces 
on equal professional grounds; therefore, they choose to relegate them to the lowest rank 
in the music education profession, with the premise that individuals such as Muyinda did 
not undergo Western formal training and for that reason their presence in formal 
institutions needed to be circumscribed.341 Muyinda was treated as a seasonal worker in 
most formal institutions other than being invited to teach during special school festival 
seasons, he was never included in the school’s main curricular timetable to advance 
student learning. His time with the students was carefully designed and placed in a time-
slot that did not interfere with students’ regular learning schedule—he was relegated to 
the rank of an extra-curricular music demonstrator.342 Individuals who believed that they 
were more educated than Muyinda, in the Western formal sense, felt more qualified to 
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oversee most music learning projects within the formal institutions and diplomatically 
pushed him to the margins.343 
 
The Effect of Marginalization on Indigenous Master-musician Teachers 
Indigenous master-musician teachers have not been allowed full participation in 
the teaching and learning of indigenous music in the Western formal setting. Indigenous 
music is mostly taught as an extra-curricular subject during a specified timeframe that 
restricts how and when the indigenous master musician-teacher can be allowed to operate 
within these formal spaces. Most indigenous master musicians are invited by formal 
institutions to come in as ‘demonstrators’, however they are not perceived as equal 
partners who have indigenous music knowledge to offer. This is also reflected in their 
daily wage earnings, which are meagre and sometimes not paid to them on time, since 
they are not accounted for on the teachers’ payroll budget. The existing Western systems 
have not made any systemic provisions to incorporate the services of indigenous master 
musician-teachers within the classroom. Several of the informants for this study validated 
this problem. Most of them said that indigenous master musicians are only invited into 
formal spaces on a seasonal basis to serve as music ‘demonstrators’, but not as equal 
education partners who are able to contribute to the daily music teaching and learning of 
indigenous music in the classroom.344 
Some of the key factors that have led to this marginalization were initiated 
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through the colonial system, which fostered Western hegemonic practices that were 
designed to vilify and discredit indigenous knowledge systems and its guardians. The 
system that was put in place by colonialism was carried  into the post-colonial/post-
independence era, whereby those who gained admission to operate within the educational 
and government formal spaces had to hold some type of formally endorsed paperwork 
indicating that they had fulfilled the Western criteria of schooling. Since a number of 
indigenous master musicians had received their schooling from the indigenous 
educational system, they were not allowed to fully participate within the central spaces of 
the academy. In other words, indigenous master musicians are only allowed to teach by 
proxy, which means that formal teachers/researchers collect information from the 
margins and take it back to the academy to be taught according to the Western 
educational system. They can temporarily come into formal spaces to teach by invitation 
only and at set times.345  
Another factor that came up during my investigation was the English language 
barrier. British colonialism did everything possible to discourage the indigene from 
speaking his or her local language. Up until my grade school days in the 1970s and 
1980s, students in both primary and secondary schools that I attended in Uganda were 
strictly forbidden to speak what was known as “vernacular”. Once you were caught 
speaking any kind of indigenous language in school you would receive severe 
punishment.346 Speaking English was regarded as one of the prestigious achievements 
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that indicated that a person was duly ‘educated’.347 Since many of the indigenous master 
musicians were not able to attend or complete training through the Western educational 
system, many like Muyinda were not fluent with the English language and this 
contributed to their being kept on the margins. This also meant that indigenous children 
were learning European-based folksongs most of the time, while ignoring their own 
indigenous songs. During my grade school years for example, I was made to learn songs 
such as “London Bridge is falling down” or “The Grand Old Duke of York”, without 
having any contextual or cultural meaning of the songs. I had never been to London 
before and my childhood imaginations could not bring me to understand what the 
“Bridge” or the “Duke” were all about in relation to my own African socio-cultural 
context. 
 
The Effect of Marginalization on Muyinda’s Life and Career 
Through the oral testimonies of the informants for this study, I was able to 
compile biographical information on who Muyinda was, and how marginalization 
affected his life and career. Muyinda’s most active years of service range from 1939 to 
1993, in which he went from serving as a court musician in the Kabaka’s palace to 
serving as a teacher and performer of indigenous Ganda music in various social settings. 
From 1939 to 1966, Muyinda served as a court musician in the Kabaka’s palace. During 
these years he went from being a novice apprentice to becoming an expert in several 
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indigenous Ganda musical arts traditions.  
From the early part of the 1940s to the middle part of the 1980s, Muyinda served 
mainly as a music demonstrator, performer and a teacher of Ganda music traditions at the 
Uganda Museum. These years were perhaps the most influential and pivotal years in 
Muyinda’s career because he served alongside Klaus Wachsmann and several other 
Museum curators in promoting various indigenous cultural arts from around the country. 
Muyinda also worked hard to bring various musicians to perform along with him at the 
museum and this place become a major institution of non-formal music teaching and 
learning for both local and foreign students under his tutelage. It was during his years at 
the museum that the idea of creating a combined instrumental ensemble was birthed and 
it was later adopted as a prototype that was used at the national schools’ music festivals 
as well as several indigenous music cultural troupes. 
From the 1950s up until his death in 1993, Muyinda served as a teacher of Ganda 
music in various formal education institutions, which took him to several primary, 
secondary and tertiary schools. Muyinda also started traveling outside Uganda to perform 
and teach indigenous Ganda music from the early 1960s to the early part of the 1990s 
(see Appendix F). Muyinda’s career and contributions to the teaching and learning of 
indigenous Ganda music spanned over fifty years, in which he served as a court musician, 
music demonstrator, research assistant, instrument maker, indigenous master musician-
teacher and mentor to so many.  
Systemic marginalization ushered in by colonialism affected Muyinda’s life and 




teaching and learning of indigenous Ganda music.  During his lifetime Muyinda also 
faced some level of poverty because he was not compensated as a professional musician-
teacher but as a lower level laborer;348 for the most part of his life Muyinda had to 
supplement his income by making and selling musical instruments and performing other 
menial jobs.  Compiling information on Muyinda was quite a challenge throughout this 
study mainly because there were no archival records kept on Muyinda by any 
government or education institutions. It is my opinion that the marginalization of 
indigenous master musician-teachers such as Muyinda also contributed to the inadequate 
keeping of important data on him.349  
The biographical information compiled in this study on Muyinda highlights 
several qualities seen in any expert teacher of music, which is why I have proposed that 
this indigenous master musician-teacher, and others like him, needs to be brought to the 
center as some of the musical greats in the development of  Uganda’s music education 
history. Marginalizing indigenous master musician-teachers has led to a serious loss of 
data that has not been properly collected and compiled for future researchers in the 
profession to use as a reference during their scholarly excursions. 
Evaristo Ntesibe Muyinda proved to be one of the most renowned indigenous 
music educators in Uganda and he influenced the professional lives of many music 
educators, ethnomusicologists and performing artists at both the local and international 
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level. Through his pedagogical practices Muyinda was able to promote the teaching of 
indigenous Ganda musical arts such as the akadinda and amadinda traditions. Muyinda’s 
innovations, creating the African orchestra and designing a notational system, have 
continued to influence how indigenous instrumental music is being taught and performed 
at the formal school level and by existing music cultural troupes in Uganda. As much as 
Muyinda was faced with continual marginalization within the formal setting, he did not 
allow this barrier to hinder his vision of teaching indigenous music cultural arts. 
Muyinda’s humility allowed him to advance the teaching of indigenous music within and 
outside formal institutional spaces. When Muyinda was given the opportunity to work at 
the Uganda Museum he used this formal institution to teach and preserve indigenous 
music. This opportunity also opened doors for Muyinda to gather other indigenous 
musicians and to create the Heart Beat of Africa and the Muyinda Ensemble, which 
paved the way for the formation of other cultural troupes such as the Ndere troupe. 
Muyinda represented one of the last generations of the Kabaka’s court musicians and he 
was determined to preserve the indigenous music education tradition even when 
subjected to Western colonial marginalization. Although Muyinda recognized the 
disheartening strains of marginalization, he did not allow this to deter his vision of 
advancing indigenous music through his teaching and innovations. Throughout his 
lifetime Muyinda wanted to ensure that indigenous musical arts did not become extinct, 






Muyinda’s Contributions to Indigenous Music Education in Uganda 
Muyinda was one of the original creators of the African Orchestra. Through his 
work at the Uganda Museum and the cultural troupes he founded, Muyinda helped 
advance the teaching and learning of indigenous music cultural arts. Even during the 
political turmoil of Idi Amin’s time when scholarly work was not being carried out in 
Uganda, Muyinda made sure that he gathered indigenous musicians to promote 
indigenous musical arts within the schools; his innovations continue to influence the 
national schools’ music festivals as well as the cultural troupe competitions within the 
country. Muyinda also influenced the dissemination of scholarly works by teaching and 
working with several international scholars such as Klaus Wachsmann, Gerhard Kubik, 
Lois Anderson and Ulrich Wegner. Most of Muyinda’s students went on to become well-
known music teachers in Uganda and abroad. His legacy continues, since I too, am one of 






Figure 6.1: Muyinda with students of St. Paul's Primary School, Kitagobwa. In the photo 
Muyinda is on the right side with white tunic and jacket; I am the second boy 
from the right (blue triangle pointing down). 
 
Muyinda’s primary method of teaching indigenous music to all his students was 
oral/aural. He would start by demonstrating the whole music piece through performance, 
then proceed with breaking down and explaining how each individual part was to be 
played. Music in Uganda is not written down, therefore Muyinda’s students learned by 
observing what the master musician-teacher was performing on the musical instrument 
and then they would replicate it through practical musical performances. Through several 
repetitions Muyinda would emphasize the playing technique and the proper production of 




concepts of the music as the students played side by side with him. A number of 
Muyinda’s former students mentioned his patient teaching demeanor; he remained 
thorough in his teaching method but always took the student’s learning aptitudes into 
account.350  
Muyinda also encouraged his students to teach each other any extra musical skills 
that they had; he also took time to learn from his students.351 Gerhard Kubik stated that 
some of the Basoga students in Muyinda’s xylophone class at the School of the Blind 
also helped him master his skills on the akadinda xylophone tradition and taught him the 
Kisoga mbaire xylophone tradition.352 This type of peer-teaching and learning from 
Muyinda’s music class was what indigenous music education practitioners had always 
used before Western colonial education was introduced in Uganda. 
While traveling abroad, Muyinda was received at several European cultural 
institutions as an expert in Ganda music cultural arts. There were also a number of 
individuals who were able to publish professional articles and books because of the 
information they had obtained directly from Muyinda. There were institutions abroad that 
invited him to teach Ganda musical instruments and from his lectures and performances 
they became published authors in academia without acknowledging Muyinda. From time 
to time Muyinda would voice his concerns about individuals who would gather 
information from him without giving credit to the source of their knowledge.353 There 
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were, however, a few individuals who gave credit to Muyinda for providing them with a 
sizeable amount of indigenous musical knowledge on Ganda musical instruments and 
performance methods.354 Gerhard Kubik in several of his published books and journal 
articles always gave tribute to Muyinda as his teacher on the Ganda xylophones.355 
Muyinda worked with Kubik and together the devised a cipher notation that 
allowed Kubik to notate 102 xylophone Ganda music pieces; this notational method also 
allowed other xylophone students to learn how to efficiently assemble xylophones slabs 
within a short period. Kubik said that these cipher notations were very exact, and they are 
the best-preserved formulations of Muyinda’s musical works. Recently Kubik and his 
colleague Dr. Moya Malamusi were able to build a similar xylophone in Malawi using 
the same method Kubik had acquired while studying with Muyinda; Kubik and his 
colleague have also resumed playing and recording some of the xylophone pieces he 
learned from Muyinda 356 The influence that Muyinda had on several musicians was far 
reaching beyond the boundaries of his own Ganda culture. Today some of the music 
teachers in Uganda still use Muyinda’s cipher notation in teaching students how to play 
xylophones and other indigenous musical instruments; it is interesting that some are using 
the method without knowing of the originator. 
Some of Muyinda’s innovations were slowly disappearing due to the inauthentic 
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modern developments that have emerged among the younger generation of musicians. 
Based on Balikoowa’s testimony, it was through Evaristo Muyinda’s advocacy that the 
Ministry of Education in Uganda installed the teaching and performance of traditional 
musical instruments in schools. Students were then required to take practical exams in the 
art of playing indigenous musical instruments in addition to the Western musical 
instruments that were initially endorsed through a Western colonial based education. 
Muyinda also inspired others to learn the proper art of making Ganda musical 
instruments.357 
 
Discrediting Marginalization  
Kubik believed that Western formal training was not exclusive. He cited his 
training in both Western and indigenous music traditions, which caused him to realize 
that there was no contradiction between the simultaneous Western style education and the 
indigenous style of education.358 Instead he believed that when a person experiences 
musical training beyond one or more cultures this becomes part of their personality, and 
there is no contradiction since everyone is free to learn any music that they may want to 
learn. This also refers to indigenous musicians who were born and raised in Africa; any 
indigenous musician in Africa who is an extraordinary expert in one of the indigenous 
musical instruments could, with proper training in Western music, have the ability to play 
piano compositions by Claude Debussy or Mozart without any contradiction. What is 
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perceived here is that both are different systems; however, one should not look at music 
in terms of one system being superior over another. Kubik believed this archaic European 
colonial viewpoint should be obsolete in today’s modern world.359  
Kubik also argued that the complexity of the music in the Kabaka’s court was just 
as enormous and comparable as the complexity of the music that was composed by 
famous European composers. While others may believe in certain incompatibilities 
between an important career of formal academic life and a career of indigenous musical 
life, in Kubik’s view there was no difference in terms of ranking.360 Kubik argued the 
tendency to categorize certain music types as ‘folk music’ or ‘indigenous music’ is what 
eventually fosters the marginalization of indigenous knowledge systems and its experts; 
such categorizations do not advance the music profession at all.  
It is likely that younger generations will achieve some type of change that draws 
value in what has been recorded and saved; a lot has not been documented and saved, yet 
a lot has not been lost. Kubik managed to write down 102 xylophone compositions that 
he learned from Muyinda, but he was not able to document other pieces that he heard 
Muyinda playing on the ennanga (harp) and other instruments.361 The need to bring back 
Uganda and other African countries to the full consciousness of their cultural heritage 
and history is only going to be successful if it is conducted through joint scholarly efforts 
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within the academy.362 This may take some time but Kubik and others like myself are 
working to do so. 
The idea of equating the term ‘formally educated’ with education or schooling in 
the Western sense should be abandoned. In Kubik’s view Muyinda was a very highly 
educated individual, but his education was a specialist type of education that was 
developed within the indigenous Ganda cultural framework. It was within this complex 
system that Muyinda was able to lead Kubik through an entire discussion on the 
knowledge systems of emiziro (clan membership) and akabbiro (clan totem beliefs) using 
an interpreter.363 It is obvious that Muyinda had an indigenous education and was very 
knowledgeable about the subject matter at hand, even if he had not fully gone through the 
Western educational system.364 In Germany, no one questioned Muyinda’s lack of 
Western style education. The manner in which he was received in Germany during his 
tours, in 1983 and 1987, was totally different from how he was treated back at home 
during the colonial and post-colonial era.365 Colonial rule mainly damaged indigenous 
knowledge systems by discrediting and thereby marginalizing the African sage and his 
knowledge. 
There are different standpoints here and one should be very careful in assuming 
that Muyinda was not formally educated. Although he did not go through the Western 
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style of formal education, Muyinda was fully educated through the confines of 
indigenous educational systems. In today’s modern world of technology when an 
individual does not know how to use computers they would be easily regarded as 
‘uneducated’. There are certain standards that society imposes on certain interests that are 
in turn qualified as ‘being educated’ or not.  
It has been established that Muyinda was perceived as an important musician and 
innovator and many people saw him teaching Kiganda music in a new way using the 
innovative Kiganda orchestra; however, he was not invited to serve as a lecturer of music 
at Makerere University because the official colonial and post-colonial language of 
instruction had been set as English. On a number of occasions when Kubik and Muyinda 
were able to give guest lectures at Makerere University, it was acceptable as long as 
Kubik taught in the English language and Muyinda ‘demonstrated’ the music.366 In the 
Western formal system, it is very difficult to dismantle old ways of thinking; if only 
Muyinda had received a quick course in English he would have been elevated to a totally 
different status in the academy. Kubik submitted that the relativity of Western viewpoints 
and how the social environment perceived a person and ranked him or her within society, 
should never have any bearing in determining who gets admitted as an equal intellectual 
participant within formal spaces in the academy.367 
 
 
                                                        





Recommendations for Music Education: 
Reinstating and Incorporating an Indigenous Based Music Education 
 The concept of music education prevalent in most societies in Uganda is one that 
involves diverse members of the community, which means that the whole village should 
be involved in the teaching and learning of indigenous music to the young members of 
the society. As explained earlier, it was the responsibility of indigenous master musician-
teachers to educate the masses and this study proposes that the same practice needs to be 
promoted within the current formal school settings. Therefore, it follows that the 
professional expertise of the indigenous master musician-teacher become central in the 
teaching and learning of music in the classroom once again. While it is a noble thing to 
teach music from other cultures, the foundation of music education in Uganda should 
have an indigenous-based emphasis of its own music cultural arts, and Western musical 
practices should only be used as a compliment to the existing curriculum—not the other 
way around. For a long period in Uganda’s history, colonial rule restricted what kind of 
music was taught in the classroom and who was selectively trained to teach it. This 
interference is what led to the marginalization of indigenous musical arts and its 
guardians (the master musician teachers). The only way this can be corrected is by 
restoring and centering indigenous music knowledge systems as the core foundation of 
music teaching and learning in Uganda. The foundation of music education in the 
Western world is not based on non-western music cultural practices; it focuses mainly on 
Western music history and music traditions.  




music is to start with the mother-tongue, and to work outwards to the world of other 
music cultures from there. For example, Charles Seeger, who worked very closely with 
music educators in the United States,  proposed that music practitioners needed to 
embrace the principle that one essential basis of music education in a country is the 
folk/indigenous music of that country.368 Seeger also said “it is an inescapable principle 
of modern education that the child should first be grounded in [the musical] knowledge of 
his own native environment and traditions."369 
Formal classroom teachers in Uganda and elsewhere in Africa ought to establish 
strong professional partnerships with indigenous master musician teachers by allowing 
them to come into the formal institutional spaces to co-teach with them on a consistent 
basis. During my several visits to Uganda recently, I noticed that indigenous master 
musician teachers were still being utilized as outsiders who were only invited into the 
classroom to teach their music on a seasonal basis—during the national schools’ festival 
season. Volk said, “teachers should also feel free to share their classrooms with 
community culture bearers, as resources, as teacher/demonstrators, and as mentors.370 
 According to Volk, “in-service music educators must find out accurate 
information for themselves, and pre-service teachers need to receive a rounded 
multicultural education.” 371 In this regard teacher training schools should recruit 
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indigenous master musicians to be part of the music teacher training, this will allow 
music educators in training to be well grounded in indigenous musical practices 
becoming better teachers in the classroom who offer students culturally authentic music.  
The government (the Ministry of Culture and Ministry of Education) and 
universities could setup central locations where information on indigenous master 
musicians can be archived. This study found that record keeping was slack and 
disorganized. Many of the people who were interviewed for this study did not have many 
artifacts or records on Evaristo Muyinda; even the Uganda Museum where Muyinda had 
worked for a long time, did not have any archived material. Western European 
institutions have archived information on Evaristo Muyinda’s music yet those in Uganda 
have very few or none.372  
The music education curriculum in Uganda should expand the teaching of 
indigenous music history with accounts of the biographies, careers, contributions and 
innovations of indigenous master musician-teachers because this is the only way the true 
cultural essence of music education and music history in Uganda will be restored. When 
students and teachers in training learn about past music masters within their culture, this 
becomes part of an enlarged vision in music education scholarship that “offers a greatly 
expanded understanding of the historical richness of music teaching and learning in all its 
diversity.”373 This also allows students and music practitioners to imagine the past and 
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enhances the crucial debates on the present and the future of music education in Uganda 
and other parts of the world.374 
Master musician-teachers also need assistance from the government or institutions 
of higher learning to setup non-formal music schools375 where students can go to expand 
their knowledge on their indigenous musical practices, including making indigenous 
musical instruments. As explained earlier, this was a practice that Muyinda promoted 
throughout his lifetime. These schools would help restore and preserve indigenous 
musical knowledge and practices that are on the verge of being lost in most Ugandan and 
other indigenous communities around the world. These schools would also supplement 
most of what the formal schools are not able to accommodate within the mainstream 
curriculum, which tends to focus on Western based subject matter while marginalizing 
indigenous musical knowledge systems. It is my opinion that these schools would serve 
the important purpose of centering the foundational musical practices of the indigenous 
cultures in Uganda; Africans would no longer be forced to abandon their own cultural 
practices in favor of foreign (Western) cultural practices. 
 
Recommendations for Further Research Studies 
In this study, I found that there were no research studies that had been conducted 
on any indigenous master musicians in Uganda. This study is the first of its kind to offer 
an in-depth discussion on an indigenous music expert that is not considered a formal 
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teacher. During the formal interviews with informants there were several names of other 
master musicians that were brought up that could be investigated: Albert Ssempeke, 
Lodovico Sserwanga, Livingstone Musisi Mukalazi, Waiswa Lubogo376 and Hudson 
Kiyaga. Additional studies that highlight the lives, careers, innovations and contributions 
of indigenous master musicians from across the African continent and beyond could 
contribute greatly to advancing music education in Africa and across the globe. Another 
area of research investigation is whether and how the indigenous music cultural arts may 
affect other learning within the formal school setting. Since it was already established 
practice within the indigenous educational system for using a holistic cultural approach in 
the teaching and learning of music, I propose here that further research would investigate 
how the incorporation of indigenous musical arts affects student learning. Mawere posits 
that the inclusion of students' prior knowledge into educational curricula promotes and 
enhances innovative thinking and constructivism in the learners. Students are able to 
draw upon diverse musical knowledge systems that include their own personal musical 
experiences, their understanding of the local cultural conditions, and what they already 
know from their respective indigenous communities.377 Like Mawere, I also believe that 
the inclusion of indigenous musical knowledge (with its guardians as consistent 
practitioners) within the curriculum, can afford students the opportunity to understand, 
compare and to contrast different forms of musical knowledge...with that of their own 
                                                        
376 Gerhard Kubik mentioned that a major part of his xylophone learning happened under the 
tutelage of Evaristo Muyinda and Waiswa Lubogo. 
377 Munyaradzi Mawere, “Indigenous Knowledge and Public Education in Sub-Saharan 





society.378 Student musical learning in this setting would not be drawn from only the 
Western cultural perspective, but principally their own indigenous musical traditions.  
In addition, research studies like the ones mentioned above, would empower 
learners to diffuse negative colonial belief systems about their own indigenous 
knowledge systems, whereby they are able to make their own decisions (Self-
determination) and chart their own destiny based on what they learn from their 
community leaders (home) and at school. Studies such as these would serve to better 
document and preserve records on important guardians of indigenous music knowledge. 
Existing literature on this topic will also grow and contribute to the advancement 
of music research within the music education profession and ethnomusicology by 
purposefully conducting research studies that provide record of important contributors in 
the profession in Uganda. Biographies and oral histories on master musicians need to be 
compiled while those individuals are still alive, so that firsthand information on the lives, 
careers, innovations and contributions are preserved for the profession. 
     
Author’s Coda on Muyinda 
Every music educator always has a memory of someone who inspired them to fall 
in love with music, Muyinda was the first indigenous master musician that inspired my 
interest in performing and teaching music. My initial encounter with Evaristo Muyinda 
was in 1973 at the Captain Lugard’s Fort in Old Kampala, where the Heart Beat of Africa 
had gathered for rehearsal. I would later connect with him while I attended St. Paul’s 
                                                        




Primary School, Kitagobwa from 1977 to 1979; Muyinda was occasionally invited to 
train our school for the national music festivals. In the 1980s during my secondary school 
years, I reconnected with Muyinda when he was invited to teach indigenous musical arts 
at Makerere College School. As a novice musician I was always impressed with 
Muyinda’s exceptional expertise in the indigenous musical arts and how well he would 
communicate his vast indigenous knowledge to the students. Muyinda’s visits to our 
school were seasonal, but occasionally we supplemented them with special fieldtrips that 
we took to the Uganda Museum in order to study with him.  
Muyinda’s influence in my life led me to pursue music education as a career. At 
the doctoral level when I was faced with the task of formulating a dissertation topic, my 
inner-most passion was drawn to the subject of Evaristo Muyinda; I realized the level of 
musical influence that indigenous master musician-teachers had on students in a formal 
setting, yet their contributions and innovations in the teaching and learning of music were 
greatly marginalized. I chose Muyinda as an exemplar for my investigations on 
marginalization because I feel that his life, career and contributions in music education 
needed to be brought into the central space of scholarly discourse. 
 Muyinda can be considered as one of the greatest master musicians in Uganda; 
several people who had worked with Muyinda also attested to this fact.379 He is believed 
to have been one of the most innovative musicians who worked tirelessly to develop the 
akadinda style, bringing it from the Kabaka’s palace to formal spaces such as schools 
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(primary, secondary and tertiary), the Uganda Museum, and the Uganda National 
Theatre. Muyinda will forever be regarded as a highly qualified and exemplary teacher of 
Ganda musical arts, due to his approach to indigenous music pedagogy that transcended 
most formally trained music educators.380  
 
                                                        




APPENDIX A: IRB REVISED APPLICATION LETTER 
 
Dear Mr. Szkutak, 
 
I have revised all the sections you highlighted in my IRB application. The revisions are as 
follows: 
  
Section I:  Subject Population. About 15 to 20 subjects will be consulted in this 
research study. 
  
Section J:  Recruitment.  For purposes of this study snowballing technique is described 
and understood as a process where informants will be asked to identify other individuals 
who may provide additional information to the current research topic. I will ask 
informants to provide information that could be used to contact other respondents. This 
process will enable me to access other hard to reach subjects that may be useful to my 
research study.  
 
Purposeful sampling here is described as the process of selecting information-rich 
subjects from whom the PI can acquire important information that relates to Evaristo 
Muyinda and the marginalization of indigenous master musician-teachers. Using the 
snowballing method (during interviews) the PI will be able to identify ‘information-rich’ 
subjects. 
  
Section K:  Consent and Assent.  Written consent will be obtained from all informants 
in person (in Uganda), after the PI has verbally explained the details of the research study 
and the risks and benefits (if at all) involved.  
All informants involved in this research study are fluent with the English language and 
can read and write in the same. Most of the informants have obtained at least a high 
school level education and will be able to read and understand the language written in the 
informed consent form. In case the PI comes across any potential informants who are not 
fluent with the English language, I will have a copy of the informed consent form that is 
translated into the local language with me. The translated consent form will be provided 
to the IRB once my application for the English form is approved. The PI is also highly 
fluent in Luganda, the language of Uganda, (having formally studied the language 
beyond high school level), and can also help clarify and /or answer questions in 
Luganda.  
Section L:  Study Procedures.  The PI will conduct a total of 2-3 interviews with each 
informant, with each session lasting about 2–3 hours. Some of the proposed topics to be 




The informant’s experiences and interactions with Evaristo Muyinda; background 
information on Evaristo Muyinda; information on Muyinda’s career path; information on 
Muyinda’s contributions to music education; information on the marginalization of 
Muyinda as an indigenous master musician-teacher; the marginalization of master 
musician-teachers in Uganda at large; information on Muyinda’s dealings with formal 
and non-formal institutions; information on Muyinda’s professional and non-professional 
interactions with particular individuals; information on Muyinda’s ending years as a 
master musician-teacher. 
 Also appended at the end of the dissertation proposal is a list of interview questions that 
will be asked of each informant. 
Interviews will be audio and video recorded and these will be analyzed and transcribed 
later on into written data. These recordings will be kept in a safe area under lock and key, 
only accessible to the PI. The plan is to safely discard the audio and video recordings 7 
years after the PI’s dissertation project is successfully completed. 
Data gathered from this study will be specifically on Evaristo Muyinda. the exemplar of 
this study on marginalization; only basic information (name, age, occupation, email and 
phone contact) will be gathered on the informants themselves. 
  
Section M:  Risks.  There are no known risks related to this study; however, the PI will 
take every possible precaution to ensure that the lives of all informants are not harmed in 
any way. This research study will mainly employ historical methods of data collection in 
which various informants will be interviewed and their information shared with utmost 
confidentiality and accuracy in mind. In order to build trust with the informants, 
confidentiality issues will be addressed at the outset of this research study. The PI will 
clearly explain to all participants the researcher’s important obligation of protecting the 
informant’s privacy, as well as reporting historical data with the utmost accuracy. The PI 
will clearly explain the manner in which data collected from the informants will be 
disseminated and discuss the pros and cons of sharing their personal information with 
specific audiences before they sign the consent form. Using consent forms, the PI will ask 
informants for permission to publish personal information that is relevant to this research 
study, without putting their lives at risk. 
Any personal data that may put the informant’s life at risk will be either excluded from 
the final report or disguised in order to minimize any kind of risks to the informants. The 
PI will also share with the informants all compiled data to ensure that the information 
reported therein accurately represents their personal views and is acceptable for 
publication—thereby giving the informants an opportunity to eliminate information that 
may cause potential risk. The PI will also frequently assure informants that all data 
collected from the interview process will always be kept in a secure location, and only 
disseminated in the most responsible manner that does not jeopardize their personal lives. 





Section N:  Benefits.  Subjects will receive no benefits from their participation in this 
research study. 
It is the PI’s hope that the current study will be beneficial to music educators in Uganda 
(and other indigenous African communities), possibly inspiring them to re-visit and re-
examine other similar topics in indigenous music education history that might inform the 
music profession. An investigation on Muyinda’s life, career and contributions to music 
education in Uganda is particularly beneficial to the music education profession at large.  
Section P:  Confidentiality of Data. All information that is gathered during this research 
study will be coded and kept securely on a password protected electronic device 
(computer and portable hard drive) only to be shared with authorized personnel.  
 
Since this is a historical study, there is need to link the identity of subjects to their 
research data in order to produce detailed, rich data while upholding the essence of the 
data and carefully regarding the informants’ views on how their personal data should be 
disseminated. It is therefore very important to attribute historical data gathered to specific 
individuals who knew and interacted with Evaristo Muyinda during his life time. For this 
reason interviews will be on the record; however, none of this identifiable information 
will be accessible to any other persons other than the PI, and all such information will be 
assigned special coding and excluded from the PI’s published report.  
  
Informed Consent Form – Clarifications \ Revisions 
  
Bolding.  Bolding was removed from the form. 
  
Why is this study being done?  The purpose of this study is to investigate the 
marginalization of an indigenous master-musician teacher as seen through the life 
experiences and career of Evaristo Muyinda (1916-1993). This study is being carried out 
as a compilation of historical information on an indigenous master musician-teacher, with 
the hope that it will add to the scanty information on teachers of indigenous music in 
Uganda. This research study hopes to capture and document Ugandan historical 
information that has been left out over time. 
  
How long will I take part in this research study?  You will be taking part in 2–3 
interview sessions, with each session lasting about two-three hours.  These interview 
sessions will take place at a location that is convenient to you, whereby I will be asking 
you a few questions that pertain to Mr. Evaristo Muyinda, his career and contributions to 
music education in Uganda, and marginalization of indigenous master-musician teachers. 
  
What will happen if I take part in this research study? If you agree to take part in this 
study, I will ask you to sign the consent form before I begin asking you any interview 
questions. There will be about 2 to 3 interview sessions, which will last 2-3 hours each. 




may be asked to identify other individuals or institutions that may be helpful to 
development of this research study.  
 
Each interview visit will take about two to three hours to complete, and at each visit I will 
ask you questions covering the following topics: 
• Your experiences and interactions with Evaristo Muyinda.  
• Background information on Evaristo Muyinda. 
• Information on Muyinda’s career path. 
•  Information on Muyinda’s contributions to music education. 
• Information on the marginalization of Muyinda as an indigenous master musician-
teacher 
• The marginalization of master musician-teachers in Uganda at large. 
• Information on Muyinda’s dealings with formal and non-formal institutions. 
• Information on Muyinda’s professional and non-professional interactions with 
particular individuals. 
• Information on Muyinda’s ending years as a master musician-teacher. 
 
Member checks will be used here to give informants the opportunity to correct errors and 
challenge any data that may have been perceived or interpreted wrongly by the researcher 
during the initial interviews. The term “Member checks” here is to be understood as the 
process by which data, analytic categories, interpretations and conclusions are tested with 
the research informants. Member checks here will be carried out both formally and 
informally as a means to provide all informants the opportunity to assess the 
appropriateness and accuracy of the compiled data. 
  
Reporting Child/Elder Abuse.  The paragraph on at risk population was deleted. 
  
Withdrawing subjects.  The template language (If the researcher can withdraw the 
subject) has been deleted and the following paragraph retained. 
  
IRB Contact Information.  Language indicating that subjects can contact the IRB has 
been deleted. 
  
Signature Lines. Signature lines have been deleted from the form.  
 
I hope that these revisions will meet the IRB’s approval! 
Sincerely, 






























APPENDIX D: INTERVIEW QUESTIONS 
THE MARGINALIZATION OF AN INDIGENOUS MASTER MUSICIAN-TEACHER: 
EVARISTO MUYINDA—1939-1993 
Personal Interview Questions 
Date & Time of Interview: __________________________________________________ 
Location of Interview: _____________________________________________________ 
Name: __________________________________________________________________ 
Age: ____________     Occupation: ___________________  
Phone: ______________________________________  Email: __________________ 
1. What was your connection to or relationship with Mr. Evaristo Muyinda? 
2. When and where was the first time you met and interacted with   Mr. Muyinda? 
3. When and where was the last time you interacted with Mr. Muyinda?  
4. What can you recall about the life and career of Evaristo Muyinda? 
5. In what environment did you mostly interact with Mr. Muyinda, and how was he 
received and treated as an indigenous musician-teacher of Ganda music there? 
6. Did you initially meet Evaristo Muyinda within formal spaces or informal spaces? 
7. What other institutions in your knowledge did Mr. Muyinda serve in and what 
role did he mostly play? 
8. What aspects of indigenous Ganda music, dance and drumming, in existence 
today, do you think can be attributed to Mr. Evaristo Muyinda? 
9. What specific type of musical training did you receive from Mr. Muyinda or other 
indigenous teachers of Ganda music? 





11. What is your view on Muyinda’s recognition as a renowned teacher of music and 
a contributor to music education in Uganda? 
12. How were indigenous musician-teachers received and treated in formal 
establishments during the period in which you mainly interacted with Mr. 
Muyinda? 
13. What is your view on how indigenous musician-teachers were perceived and 
treated within the Ugandan society of Muyinda’s time? 
14. What kind of personal artifacts or documents about Mr. Muyinda do you have in 
your possession that you would be willing to share for purposes of this study? 
15. What other institutions do you know of that might provide more information on 
Mr. Muyinda? 
16. Which other individuals in your knowledge might be able to offer me more 
information on Mr. Muyinda’s life, career and musical contributions? 
17. What other thoughts or memories do you have about Evaristo Muyinda and other 
indigenous African master musician-teachers? 
18. What is your view on the marginalization of non-formally trained master 
musician-teachers in today’s world? 
19. What other information not presented in this interview that you think would be of great 




APPENDIX E: Muyinda and PAN Studios Recording Contract381 
	
                                                        
381 Nalugooti interview. Obtained from Nalugooti on October 15 2015. The above document 
is a copy of the contract that Muyinda signed with PAN recording company in the Netherlands in 
October 3 1991. The contract was drawn and signed earlier by B.A.G. Kleikamp on September 20 
1991. According to Muyinda’s widow (Imelda Nalugooti), Muyinda was given a one-time payment 
for his music but never received any other benefits from this contract thereafter. Muyinda always 
voiced his dissatisfaction for not reaping the full benefits from his professional work/music. Even after 
his death Muyinda’s family were never recipients of any of the sales that came from any of his music 




APPENDIX F: Muyinda’s First Passport Photos Listing His Travels 1968 to 1973 
  








Photo 2: Passport K 2657 (Page 1). Muyinda’s first name spelt as “Evaristo”. 
This spelling may have been made by the passport control office; Muyinda 
always signed his first name as “Evalisto”. 
Photo 3: Biometric page shows Muyinda's Birthdate listed as June 2 1918; this 
may have been a mistake that was later corrected when Muyinda renewed his 
passport. Notice Muyinda’s official name signature in cursive as “Evalisto 




Photo 4: This page lists Muyinda’s first passport expiration date as August 26 
1973(left) and renewed on October 2 1973 (right). Passport may have been 
issued on August 27 1968 to travel with the Heart Beat of Africa to the 
Netherlands for an international festival. 
Photo 5: Visa to the  Netherlands issued to Muyinda (right); duration of visit 
was September 30 to October 14 1968 (left). Muyinda may have been on a 






Photo 6: Visa issued to Muyinda on May 11 1970 to attend Expo in Japan. 





Photo 8: This page shows a one-day transit visa issued to Muyinda in Hong 
Kong on his way to Japan—June 16 to June 17 1970. 









APPENDIX G: Muyinda’s Second Passport Photos and Travels (1983-1988) 
	  





Photo 12: Muyinda’s second passport issued on June 9 1983 
Photo 13: On this page Muyinda's profession is listed as chief musician and birthdate is June 
2 1916(left); Muyinda's photo and signature (right). Muyinda may have corrected his 





Photo 15: These pages show that Muyinda's visit to the United Kingdom from June 11 
1983 to July 10 1983. 
Photo 14: These pages show the date Muyinda’s passport was issued (June 9 1983 
with expiration date of June 8 1988). 
Photo 15: These pages show that Muyinda's visit to the United Kingdom 





































	 	 	  
Photo 16: Muyinda was issued a visa to visit France June 7 to June 23 1987(left); Muyinda 
also travelled out of Uganda from June 25 to July 6 1984 (top right). This page also shows that 
he briefly visited Berlin-Germany on his 1987 European tour. 
Photo 17: Muyinda returned to Uganda from his European tour on July 23 






Photo 18: Muyinda was issued a visa to visit the Netherlands from June 10 
to June 20 1987; he left the Netherlands on June 17 1987. 
Photo 19: Muyinda was issued a visa to enter United Kingdom on 












Photo 20: These pages show Muyinda's photo; profession as chief 
musician; place of birth as Nabbale; birthdate as June 2 1916. 










Photo 22: Muyinda's last passport U 103949 was issued on April 27 
1989 with an expiration date of April 26 1994. 
 Photo 23: Muyinda was issued a BENELUX visa to visit the 



























Photo 24: Muyinda was issued a residence permit to Germany on May 28 
1989; on this tour he also visited the Netherlands (right). On the left it 
shows that Muyinda travelled out of Uganda on September 18 1991 and 
returned on October 23 1991. This may have been another one of his visits 
to the Netherlands with the Muyinda Ensemble. 
Photo 25: Page on the right shows that Muyinda visited the Republic of 
Sudan from December 31 1989 to January 7 1990; the timing of his visit 
coincides with the Sudanese independence celebrations on January 1 






Photo 26a: BENELUX (Belgium, Netherlands Luxemborg) visa 
issued to Muyinda on September 17 1991; Muyinda was on a 
European performance tour in Germany and the Netherlands from 
September 18 to October 22 1991. 
Photo 26b: These pages show Entry permit issued to Muyinda to visit 
the Netherlands (left); Residence Permit to Germany was also issued 





Photo 26c: Muyinda was issued a visa to enter the United Kingdom on June 4 1993; on this 
trip Muyinda fell sick and was returned to Uganda on June 17 1993. This was the last time 




APPENDIX I: MUYINDA MAKING INSTRUMENTS 










Photo 29: Muyinda assembling parts of the ennanga. In the background on the wall is a 




APPENDIX J: Muyinda Ensemble Photos 
	 	
Photo 30: Muyinda Ensemble in a performance practice at his home in Kanyanya. Muyinda is 





Photo 31: Muyinda Ensemble posing for photo; Muyinda is playing the big conical shaped 
drum with blue dot. In this photo one of my informants Alfonsi Kibuyaga is in the backrow 






Photo 32: Muyinda Ensemble in practice performance. Muyinda is facing ensemble with blue 




APPENDIX K: MUYINDA TIMELINE 1939-1993 
 
1939-1948: Muyinda began his career as a court musician at the Kabaka’s palace. 
1948-1958: Muyinda worked as Klaus Wachsmann’s research assistant at the Uganda 
Museum. 
1950: Muyinda briefly taught wood at Kitovu Boy’s School. 
1953: The Kabaka is deported to England by the colonial government; Muyinda and 
other court musicians refused to perform any Ganda music until their king was rightfully 
reinstated.  
1955: The Kabaka returns from exile and is received triumphantly by his royal musicians. 
1957-1958: Muyinda taught indigenous Ganda music at the Uganda School for the Blind 
in Salaama (Mukono). 
1959-1963: Gerhard Kubik apprenticed with Muyinda on the xylophones at the Uganda 
Museum; Muyinda also continued to teach at the School for the Blind. 
1961-1962: Muyinda’s African Orchestra began to crystalize from which emerged the 
HBA. 
1962: Muyinda and the Heart Beat of Africa perform for the first time at Uganda’s first 
independence celebrations. 
1963: The Heart Beat of Africa (HBA) was officially formed as the national cultural 
troupe; HBA is invited to perform at Kenya’s inaugural independence celebrations. 
1964: HBA is invited to perform at the London Music Festival; Muyinda and the HBA 
also performed at Malawi’s inaugural independence celebrations. 
1964-1966: Lois Anderson apprenticed with Muyinda on the xylophones at the Uganda 
Museum. 
1966: Milton Obote overthrew the Kabaka in a military coup. 
1967: Milton Obote banned all kingdoms in Uganda, which marked the end of organized 





1967: Muyinda and the HBA travel to perform at an international festival in Japan. 
1968: Muyinda obtained a visa to travel to the Netherlands to perform with the HBA. 
1970: Muyinda and the HBA travel to Japan for the second time to perform at the 
festival. 
1971: Idi Amin became Uganda’s President in after a coup; this marks the beginning of 
the demise of the HBA. 
1972:  
1973: The Muyinda Ensemble is officially formed; Muyinda travelled to the Republic of 
Algeria. 
1973-1975: HBA disintegrated  
1974-1979: Years of political and social turmoil in Uganda; Muyinda continued to teach 
and perform indigenous Ganda music particularly in the schools. 
1977: Muyinda got married to Imelda Nalugooti in a traditional wedding ceremony. 
1979: Idi Amin is toppled but this does not change the political and social instability in 
Uganda. 
1983: Muyinda travels with a small group to Germany on a performance visit; he was 
honored with the title of grand master musician in Germany. Muyinda also visited the 
United Kingdom. 
1984-1985: Years of political and social turmoil where very people travelled out of the 
country. 
1986: Yoweri Museveni takes over political rule in Uganda; Muyinda retires from the 
Uganda Museum. 
1987: Muyinda visits Germany with the Muyinda Ensemble. 
1987-1988: Muyinda trained Ndere troupe members; he connected with Centurio 
Balikoowa 
1989: Muyinda travels to the Netherlands to perform with the Muyinda Ensemble; on this 
trip he also visited Germany and the Republic of Sudan for music performances. 




1991: Muyinda toured the Netherlands and Germany. 
1993: Muyinda travelled to the United Kingdom but fell sick and was sent back to home; 
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